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Note	to	the	Reader	
	
The	Romanization	of	Korean	used	in	this	paper	follows	the	McCune-Reischauer	system,	
with	the	exception	of	names	where	other	spellings	have	been	commonly	accepted	or	
when	an	author	has	personally	provided	a	Romanization	of	his	or	her	name.	In	cases	
where	there	is	a	difference	between	South	Korean	and	North	Korean	spelling,	this	paper	
follows	the	spelling	of	the	original	Korean	text.	Korean	names	are	given	in	the	original	
order	 with	 the	 surname	 followed	 by	 the	 given	 name.	 In	 the	 case	 the	 author	 has	
published	in	English,	the	author’s	name	is	provided	with	given	name	first,	followed	by	
the	surname.	
All	 Korean	 to	 English	 translations	 are	my	 own,	 including	 slogans	 and	 additional	 text	
visible	in	the	posters,	unless	otherwise	stated.		
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Introduction	
	
In	the	Autumn	of	2014,	I	was	asked	to	help	with	documenting	the	material	state	of	over	
1100	North	Korean	propaganda	posters,	before	these	would	be	scanned	and	digitalised	
into	a	database	under	development	by	Leiden	University.	These	posters	are	part	of	the	
private	collection	of	Willem	van	der	Bijl,	a	stamp	collector	who	started	collecting	North	
Korean	posters,	travelled	more	than	twenty	times	to	the	country,	and	now	owns	the	
largest	collection	of	North	Korean	posters	in	the	world.	The	collection	provides	us	with	
almost	six	decades	of	state	assigned	images.	The	digitalisation	of	this	collection	enables	
researchers	to	learn	more	about	the	visual	culture	of	the	Democratic	People’s	Republic	
as	well	as	 the	expressed	state	 ideology.	During	 the	work	sometimes	 tedious	work	of	
counting	small	tears,	I	could	not	help	but	glance	at	the	colourful	images	of	smiling	men	
and	 women.	 The	 more	 posters	 I	 saw,	 the	 more	 I	 became	 intrigued	 with	 the	
repetitiveness	of	the	slogans	and	accompanying	images.	Now,	almost	two	years	later,	I	
have	made	these	posters	the	topic	of	my	research,	in	relation	to	the	representation	of	
gender	dynamics.	My	personal	interests	and	experiences	have	determined	the	research	
I	have	done.	Nevertheless,	my	objectives	are	situated	in	a	larger	field	of	changes	in	the	
scholarship	on	North	Korea.		
	 The	scholarship	on	the	visual	culture	of	the	DPRK	is	scarce.	Research	related	to	
North	Korean	posters	is	almost	non	existent.	Nevertheless,	both	in	South	Korea	and	here,	
in	the	Netherlands,	more	interest	in	the	people	behind	the	regime,	has	spurred	a	slight	
change	 in	 the	 trajectory	 North	 Korean	 Studies.	 Since	 the	 early	 2000s,	 the	 ‘women	
question’	 has	 become	 one	 of	 the	main	 topics	 in	 relation	 to	 the	 daily	 lives	 of	 North	
Koreans.	There	are	two	different	approaches	to	North	Korean	women.	The	first,	is	that	
of	 their	 daily	 lives	 ⎯work,	 family	 and	 marriage.	 The	 second,	 is	 related	 to	 the	
representation	 of	 gender	 roles.	 The	 majority	 of	 these	 researches,	 use	 cinema	 or	
literature	to	find	out	how	notions	of	gender	are	constructed.	However,	these	studies	are	
often	limited	to	a	specific	time	period.	Because	of	this,	the	changes	and	similarities	over	
time	might	not	be	taken	into	consideration.	Furthermore,	men	shine	by	absence	in	the	
majority	of	these	studies.	The	van	der	Bijl	collection	of	posters,	offers	the	possibility	to	
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cross-reference	different	times,	different	topics,	but	also	different	genders.	Therefore,	I	
raise	the	question	how	are	gender	dynamics	represented	in	North	Korean	Propaganda	
posters?		
	 With	the	representation	of	gender	dynamics,	I	refer	to	the	dynamics	between	
the	gendered	position	of	figures	depicted	in	the	posters,	the	relation	between	figures	
on	different	posters	from	the	same	time	period,	and	the	changes	and	continuations	of	
gender	 representation	 in	 North	 Korean	 posters.	 The	 final	 dynamics	 that	 need	 to	 be	
addressed	are	the	dynamics	between	state	ideology,	real	life	and	representation.		
	 In	 the	 first	 chapter	 I	 sketch	 an	 image	 of	 the	 state	 of	 the	 field.	What	 are	 the	
dominant	notions	of	gender	and	women	in	the	scholarship	on	North	Korea,	and	how	can	
an	analysis	of	North	Korean	posters	add	to	this	discussion?	Based	on	these	answers	I	will	
then	set	out	to	analyse	some	of	the	posters	in	more	detail.	I	have	divided	the	analysis	
into	three	separate	chapters,	each	informed	by	the	imagery	of	posters,	as	well	as	studies	
related	to	North	Korean	history,	North	Korean	women,	and	Soviet	posters.	In	the	second	
chapter,	I	start	the	analysis	of	posters	with	a	discussion	on	the	representation	of	gender	
dynamics	in	the	occupational	sphere.	The	third	chapter,	departs	from	the	notion	of	the	
revolutionary	 mother.	 Here	 the	 inclusion	 of	 the	 child	 becomes	 important	 for	 the	
construction	 of	 gender	 identity.	 The	 fourth	 and	 last	 chapter,	 draws	 the	 attention	 to	
posters	 that	 seem	 to	 be	 a	 unrelated	 to	 either	 one	 of	 the	 previously	 discussed	
representations,	by	 focusing	on	posters	 related	to	 (inter)national	cultural	events	and	
practices.	With	this	paper	I	hope	to	add	a	bit	to	the	existing	scholarship	on	North	Korean	
gender	discourse.	
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Chapter	1.	State	of	the	Field		
	
Since	the	1990s,	research	on	the	Democratic	People’s	Republic	of	Korea	(hence,	DPRK	
or	North	Korea)	has	expanded.	Where	the	research	in	prior	years	focussed	on	political,	
economical	and	military	topics,	the	research	since	the	1990s	increasingly	focussed	on	
social	and	cultural	aspects	of	the	DPRK.	Women	and	representations	of	women,	play	an	
important	role	in	these	debates	(North	Korea	Research	Team	2006,	2-3).	The	improved	
relations	 between	North	 and	 South	 Korea	 during	 the	 Sunshine	 era	 and	 the	 influx	 of	
North	 Korean	 defectors	 due	 to	 the	 famine	 of	 the	 1990s,	 spurred	 a	 more	 in-depth	
research	of	the	daily	lives	of	North	Koreans,	and	in	particular	women.	The	majority	of	
the	defectors	 that	 settled	 in	 the	 South,	were	women	 (Stephan	Haggard	 and	Marcus	
Noland	2013,	52).	In	interviews	with	the	female	defectors	the	disjunction	between	the	
state	promoted	gender	equality	related	to	participation	of	women	in	the	labour	market	
and	the	actual	situation	of	the	double	burden	for	women	surfaced.	The	majority	of	the	
interviewed	women	stated	that	they	were	housewives	before	their	defection	and	that	
their	economic	position	had	only	changed	due	to	their	(illegal)	activities	in	grassroots	
marketplaces,	forced	by	the	famine	of	the	mid	1990s	(ibid.).	This	disjunction	and	double	
burden	are	the	focal	point	of	many	studies	dedicated	to	North	Korean	women.	These	
studies	rely	on	defector	testimonies.	In	addition,	visual	and	textual	material,	such	as	film,	
literature,	school	textbooks	and	theatre,	have	become	important	tools	to	 learn	more	
about	North	Korean	society.	At	the	same	time,	these	sources	can	be	used	to	get	grip	on	
the	regime’s	policies	on	cultural	production	and	its	relation	the	North	Korean	population.	
It	 can	 be	 said	 that	 there	 are	 two	 approaches	 in	 the	 research	 on	 women	 and	 the	
representation	of	women	in	the	DPRK	that	use	the	above-mentioned	sources.	The	first	
approach	 uses	 the	 state	 published	 sources	 and	 cross-reference	 these	 with	 defector	
testimonies	in	order	to	address	the	gap	that	exists	between	the	represented	socialist	
realist	 image	of	men,	women	and	 family	 life,	 and	 the	 reality	of	 their	daily	 lives.	 The	
second	approach	is	more	interested	in	the	represented	role	of	women	and	gender	in	
cultural	 production	 of	 the	 DPRK.	 Before	 the	 state	 of	 the	 field	 regarding	 gender	
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representation	in	the	DPRK,	a	discussion	on	the	historical	background	of	North	Korean	
gender	 discourse	 is	 in	 order,	 to	 get	 a	 better	 understanding	 of	 how	 these	 studies	
representation	are	situated	in	the	scholarship	regarding	North	Korean	women.			
After	liberation	from	Imperial	Japan	and	the	division	of	the	peninsula	in	1945,	
the	 provisional	 government	 in	 the	 North	 implemented	 rigorous	 reforms	 regarding	
agriculture,	 economy	 and	 the	 family	 (Sonia	 Ryang	 2000,	 331).	 In	 the	midst	 of	 these	
reforms	based	on	the	examples	of	other	communist	states,	the	Law	of	Gender	Equality	
was	 enacted	 on	 30	 July	 1946.	 Two	 years	 later,	 this	 law	 was	 incorporated	 into	 the	
constitution	of	the	DPRK	(Suk-Young	Kim	2010,	209).	According	to	this	law,	women	can	
participate	in	society,	culture,	economy	and	politics	as	the	equals	of	men.	The	clauses	
of	the	 law	are	not	 limited	to	the	public	participation	of	women	only.	Rules	regarding	
education,	 healthcare,	 marriage	 and	 divorce	 were	 implemented	 for	 both	 sexes.	
Furthermore,	 protection	 of	 the	 family	 unit,	 mothers	 and	 children	 made	 up	 for	 the	
majority	of	the	clauses.	In	following	years,	several	revisions	of	the	law	and	constitution	
have	been	made	regarding	women	and	the	family.	In	1958,	for	instance,	an	increase	of	
female	participation	in	education	and	other	occupational	fields	was	requested.	In	order	
to	achieve	full	participation	of	the	female	labour	force,	facilities	were	built	to	socialise	
traditionally	considered	women’s	tasks	(Haggard	and	Noland,	52).	And	again,	in	the	early	
1970s,	new	policies	were	implemented	to	increase	the	participation	rate	of	women	in	
industrial	 production.	 Following	 a	 speech	 of	 Kim	 Il	 Sung,	 the	 necessity	 of	 female	
participation	 in	 the	 industry	 was	 emphasised	 by	 implementing	 policies	 regarding	
maternity	leave,	less	working	hours	for	women	with	more	children,	and	the	construction	
of	even	more	facilities,	such	as	nurseries,	were	promoted	(Kim	Il	Sung	1971).	Yet,	in	1998,	
the	clause	that	“liberated	from	heavy	family	chores”	was	dropped	from	the	constitution	
(Haggard	and	Noland,	52).	Until	the	end	of	the	1990s,	both	the	law	and	the	revisions	do	
indeed	stress	gender	equality.	However,	 the	emphasis	on	 female	participation	 in	 the	
workforce	does	not	directly	mean	that	men	and	women	are	each	others	equals.	First	of	
all,	as	becomes	evident	from	the	speech	given	by	Kim	Il	Sung	to	the	Women’s	Union,	in	
the	private	 sphere	 the	 tasks	of	 childrearing	and	household	 chores	are	designated	 to	
women.	Only	the	working	hours	of	women	are	cut	short	to	take	care	of	the	children	and	
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to	 do	 the	 chores	 at	 home.	Men	 are	 simply	 not	 discussed.	Men	 take	 up	 the	 role	 as	
breadwinner	and	head	of	the	household,	which	distances	them	from	the	duty	of	taking	
care	of	children	 (Chun	Sook-Ja	1995,	377).	Secondly,	 there	 is	 still	a	division	 in	 labour	
based	 on	 gender	 differentiation.	 Jobs	 associated	 with	 childrearing,	 education,	
consumption	and	the	household	are	designated	for	women	(Yi	Migyŏng,	202).	This	does	
not	mean	that	there	are	no	women	working	 in	male	designated	jobs,	but	this	 is	very	
limited.	Men	working	in	occupations	associated	with	women	are	rare	also.	When	men	
do	 work	 in	 these	 kinds	 of	 jobs,	 they	 usually	 occupy	 higher	 positions.	 That	 gender	
differentiation	influences	occupations,	is	reflected	especially	in	the	health	care	system	
and	elementary	school	education.	According	 to	Kyung-Ae	Park’s	 research,	a	hundred	
percent	of	the	nurses	and	eighty-six	percent	of	the	school	teachers	working	in	2001	were	
female	(2011,	163).	In	addition,	from	the	mid	1980s	married	women	quit	their	jobs	to	
works	as	fulltime	housewives,	due	to	the	declining	economy	(Haggard	and	Noland,	52)	
As	has	become	evident	in	the	discussion	on	North	Korean	policies,	the	inclusion	
of	 female	participation	 in	North	Korean	 labour	 is	engrained	with	notions	of	a	gender	
divide.	The	notions	of	gender	are	based	on	the	patriarchal	organisation	of	North	Korean	
society.	Even	though	women	are	 included	in	the	workforce,	their	role	as	mother	and	
housewife	⎯caring	 for-	 and	 educating	 her	 children⎯	 is	 emphasized.	 The	 working	
woman,	ascribed	as	being	part	of	the	masculine	world,	and	the	feminine	housewife	are	
combined	 in	 the	 image	 of	 the	 mother,	 represented	 in	 literature,	 cinema,	 theatre,	
magazines	 and	 newspapers	 (Chun	 Sook-Ja	 1995;	 Im	 Sunhŭi	 2006;	 Yi	Migyŏng	 2006;	
Kyungja	Jung	and	Bronwen	Dalton	2006;	Suzy	Kim	2010;	Suzy	Kim	2014;	Suk-Young	Kim,	
2012	Sonia	Ryang	2000).	Within	the	boundaries	of	the	‘family	nation’,	women	can	fulfil	
both	a	revolutionary	role	⎯achieving	state	socialism⎯	as	well	as	the	traditional	role	of	
mother	and	wife	⎯educating	the	next	generation.	This	seems	to	be	a	paradox.	However,	
a	woman	cannot	educate	the	next	generation	of	revolutionary	subjects	without	having	
achieved	 revolutionary	 status	 herself	 (Chun	 1995).	 This	 image	 draws	 from	 notions	
dominant	in	colonial	Korea	(1910-1945),	namely	the	‘good	wife,	wise	mother’	(hyŏnmo	
yangch’ŏ)	 ideal	that	puts	women	in	the	role	of	educator	for	their	children,	all	for	the	
good	of	the	nation,	was	reinvented	to	overlap	with	the	new	political	 ideals.	Suzy	Kim	
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refers	 to	this	 image	as	the	 ‘revolutionary	mother’.	She	argues	that	 the	North	Korean	
nation	is	represented	as	an	extended	family,	with	the	Leader	designated	as	the	head	of	
the	household.	And	within	this	family	nation,	motherhood	became	to	signify	the	model	
revolutionary	for	all	citizens	(2014,	272).	Suzy	Kim’s	analysis	of	the	revolutionary	mother	
covers	 the	 early	 years	 until	 the	 mid	 1970s.	 On	 the	 other	 hand,	 Suk-Young	 Kim’s	
discussion	on	gender	mainly	concerns	itself	with	the	past	two	decades.	Her	focuses	is	
on	the	formation	of	a	feminine	identity	ascribed	on	the	bodies	of	women,	through	for	
instance,	 fashion	 (2012,	258).	Kim	argues	 that	 these	qualities	are	best	understood	 in	
relation	to	the	representation	of	Kim	Jŏng	Suk	(Kim	Jong	Il’s	birthmother)	who	became	
the	 archetypical	 model	 for	 revolutionary	 motherhood,	 mixing	 domestic	 activities	 of	
making	clothes	with	military	struggle	(245).	Although	she	writes	that	military	masculinity	
and	 traditional	 feminism	 are	 not	 mutually	 exclusive,	 she	 specifically	 focuses	 on	 the	
formation	of	docile	female	bodies	that	exert	feminine	virtue	(252).	Both	Suzy	Kim	and	
Suk-Young	Kim	draw	parallels	between	femininity,	motherhood	and	the	state,	but	is	is	
Sonia	Ryang	who	draws	the	conclusion	that	the	category	of	women	does	no	longer	exist	
in	revolutionary	North	Korea.	She	agues	that	femininity	was	replaced	by	maternity	and	
womanhood	with	motherhood.	Women	are	no	longer	referred	to	in	gendered	terms	but	
in	familial	terms	(2000,	336).	Gender,	on	the	other	hand,	becomes	relevant	only	in	the	
relation	between	the	Leader	and	the	people.	The	relationship	between	the	leader	and	
the	people	is	defined	by	Ryang	as	that	of	‘romantic	love’.	This	means	that	Kim	Il	Sung	
who	 expresses	 benevolence	 and	 fatherly	 love	 and	 responsibility	 as	 the	 head	 of	 the	
household,	requires	both	men	and	women	to	passively	receive	his	love.	In	other	words,	
“both	men	and	women	play	a	woman’s	part	vis-à-vis	the	leader”	(341).	In	Reading	North	
Korea,	she	expands	her	interpretation	of	love	and	gender,	by	presenting	the	concept	of	
triangular	love.	Here	the	love	from	the	leader	can	only	be	conveyed	through	the	man	to	
the	woman,	 utilising	 the	 same	 dynamics	 as	 those	 between	 the	 leader	 and	 the	man	
(Ryang	2012,	78).		
Through	the	different	approaches	and	readings	of	gender	roles	and	in	particular	
Sonia	Ryang’s	interpretation	of	North	Korean	gender	discourse,	or	the	lack	thereof,	we	
see	how	gender	functions	not	simply	as	a	marker	of	one’s	biological	sex,	but	within	a	
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system	 of	 power	 relations.	 In	 most	 patriarchal	 societies	 this	 means	 that	 within	 a	
heterosexual	 matrix	 a	 gender	 binary	 of	 masculine	 and	 feminine	 characteristics	 is	
formulated	with	the	purpose	of	stimulating	desire	for	the	opposite	sex.	(Butler	2007,	
31).	The	masculine	and	feminine	characteristics	are	inscribed	on	the	surface	of	bodies	
through	the	repetition	of	acts,	gestures,	dress,	and	speech	(185).	In	the	case	of	North	
Korea,	it	is	not	desire	for	the	opposite	sex,	but	desire	for	the	leader	that	shapes	gender	
roles.	 The	 DPRK	 produces	 literature	 and	 arts	 that	 offer	 the	 population	 a	 means	 to	
become	part	of	this	gender	discourse.	Through	cultural	production	that	follows	the	art	
and	literary	theories	of	socialist	realism1,	the	North	Korean	regime	constructs	its	own	
definition	of	 gender.	 Rather	 than	 looking	 at	what	 is	 true	 and	what	 is	 false,	 as	many	
scholars	 have	 done	 so	 far,	 Petre	 Petrov	 definition	 offers	 another	 approach	 to	 the	
socialist	realist	productions	of	the	North	Korean	regime.	 In	regards	to	Stalinist	Soviet	
Union,	Petrov	argues	that	socialist	realism	was	not	a	means	to	materialise	socialism	⎯to	
make	socialism	reality⎯	but	it	was	the	process	of	constructing	socialism	itself,	with	all	
the	 cultural	production	 that	 it	 created,	 that	 carried	 reality	 in	 it	 (2011,	884).	 In	other	
words,	the	ubiquitous	nature	of	the	process	of	a	state	ideology	also	created	the	subjects	
(886).	To	bring	this	back	to	the	North	Korean	situation,	like	the	Soviet	Union,	the	DPRK	
utilises	cultural	production,	not	to	reach	a	specific	goal,	but	to	create	its	own	reality	in	
the	process	of	 realisation.	As	a	 result,	 the	population	 is	given	 its	 identity	 through	an	
ongoing	process	of	creation	and	recreation	of	images,	words,	gestures	and	dress.	Here,	
we	see	how	cultural	production	can	formulate	a	seemingly	absent	gender	discourse.	As	
Judith	Butler	argues,	gender	is	performed	and	ascribed	onto	the	body	through	repeated	
acts,	gestures,	dress	and	speech.	
In	 this	 light,	propaganda	posters	are	a	 valuable	 source	 in	 seeking	 insight	 into	
gender	dynamics	and	the	representations	thereof	in	the	DPRK.	First	of	all,	posters	in	the	
DPRK	are	produced	based	on	the	same	ideological	framework	and	art	theory	as	other	
forms	of	artistic	production.	They	are	meant	to	convey	state	ideology	and	revolutionise	
																																																						
1	Several	art	theory	canonical	works	have	been	published,	written	by	Kim	Jong	Il.	For	
instance:	On	the	Art	of	the	Cinema	(1973);	On	Fine	Art	(1991);	On	Juche	Literature	(1992)	
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the	masses.	Poster	painters	are	as	important	as	other	artists.	They	can	be	awarded	the	
title	of	people’s	 artist	or	merit	 artist	 as	well.2	Secondly,	 the	medium	 itself	 is	 easy	 to	
utilise	and	distribute	in	order	to	convey	state	policies.	The	print	run	sometimes	reaches	
up	to	200.000	prints	of	one	poster.	Thirdly,	unlike	film	or	literature,	posters	do	not	have	
time	to	tell	a	story	in	the	form	of	a	bildungsroman,	such	as	the	films	The	Flower	Girl	or	
Sea	of	Blood.	 The	 ideological	message	has	 to	be	denoted	easily.	 Therefore,	 text	 and	
imagery	 are	 used	 together	 to	 convey	 the	message.	 Similar	 slogans	 and	 imagery	 are	
repeatedly	used.	This	is	a	great	segue	into	the	system	of	signs	that	gives	meaning	to	the	
connoted	message	(Barthes	2003).	At	the	same	time	see	how	these	signs	are	recurring	
in	posters	throughout	the	years,	and	in	other	forms	of	culture.		
In	the	following	three	chapters	I	will	discuss		
	 	
																																																						
2	See	Guidebook	to	Great	Korean	Artists.	Biographies	of	renown	poster	painters	can	be	
found	in	this	book	as	well.	In	the	1999	edition	I	used,	the	bibliographies	of	artists	who	
painted	many	posters	that	are	now	owned	by	Willem	van	der	Bijl,	are	included	as	well.	
See	p.	453	for	Pak	Sangnak	and	p.	486	for	Ryu	Hwan’gi.	
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Chapter	2.	Production	–	The	Woman	in	Masculinised	Production		
	
In	gender	theory	the	public	sphere,	industry	and	the	army	are	associated	with	men	and	
masculinity.	 In	 a	 state	 where	 everyone	 is	 mobilised	 to	 produce	 and	 perform	 as	 a	
collective,	this	has	a	significant	impact	on	gender	relations.	Namely,	because	women	are	
incorporated	into	this	world	of	men	and	masculinity,	which	forces	them	to	‘masculinise’.	
An	 example	 is	 Communist	 China,	 during	 the	 Cultural	 Revolution,	 where	 the	
masculinisation	of	society	took	the	form	of	masculine	androgyny	that	seeped	through	
all	 layers	of	society,	 including	cultural	productions.	 In	other	words,	women	ended	up	
working	in	jobs	originally	meant	for	men,	and	the	androgynous	outfits	donned	by	both	
men	and	women	were	meant	to	hide	their	gender.	Rosemary	A.	Roberts	argues	against	
the	 total	 masculinisation	 of	 society	 and	 shows	 that	 by	 utilising	 props,	 speech,	
demeanour,	 posture	 and	 altered	 costumes,	 traces	 of	 gender	 differences	 based	 on	
hierarchy	 are	 still	 visible	 in	 theatre	 (2010,	 22).	 Immanuel	 Kim	 departs	 from	 similar	
notions.	He	uses	the	notion	of	masculinised	society	to	find	traces	of	femininity	and	even	
sexuality	in	North	Korean	literature	(2015).	The	methods	of	Roberts	and	Immanuel	Kim	
offer	 a	 new,	 more	 dynamic	 approach	 to	 representation	 of	 gender	 in	 North	 Korean	
posters,	instead	of	the	stark	contrast	between	a	society	completely	‘maternalised’	on	
the	 one	 hand	 (Suzy	 Kim	 2010;	 Suzy	 Kim	 2014),	 and	 a	 society	 split	 in	 half	 based	 on	
biological	gender	and	inherent	notions	of	gender	on	the	other	(Suk-Young	Kim	2012).	In	
this	 chapter,	 I	 will	 depart	 from	 the	 notion	 that	 the	 public	 space	 of	 production	 is	
masculinised	space.	Yet,	in	contrast	with	the	notions	of	a	masculine	androgyny,	I	argue	
through	an	analysis	of	the	posters,	that	there	are	markers	of	gender	notions.	Since	the	
posters	related	to	production,	both	industrial	and	agricultural,	make	up	for	the	majority	
of	the	Van	der	Bijl	Collection,	there	are	many	possible	approaches	to	an	analysis	of	the	
representation	of	gender	dynamics.	Since	gender	dynamics	start	with	a	differentiation	
between	male	and	female,	and	Suk-Young	Kim	specifically	adheres	to	the	gender	divide,	
it	is	her	discussion	regarding	the	‘holy-trinity’	that	will	be	my	starting	point.		
	 This	 ‘holy-trinity’	 refers	 to	 the	 three	 archetypes	 that	 symbolise	 the	 three	
occupational	classes	that	constitute	the	Korean	Workers’	Party	(KWP).	In	Soviet	Russia	
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and	Communist	China,	the	representation	of	archetypes	symbolising	different	classes	
was	common	practice.	The	archetypes	featured	on	Soviet	posters	(Bonnell,	1999)	and	
their	 props	⎯the	 hammer	 and	 sickle	 representing	 the	 worker	 and	 the	 peasant⎯	
became	the	national	symbol	that	featured	on	the	Soviet	flag.	In	the	early	days	of	the	
DPRK	a	third	figure	⎯the	intellectual⎯	was	added	to	the	two	archetypes	adopted	from	
Soviet	 Russia.	 According	 to	 Suk-Young	 Kim,	 the	 North	 Korean	 state	 embraced	 the	
intellectual	as	part	of	the	legitimate	citizenry.	This	is	represented	in	the	symbol	of	the	
Korean	Workers’	Party	 that	 includes	a	brush	 in	between	the	sickle	and	hammer	that	
cross	 each	 other.	 Kim	 argues	 that	 the	 symbol	 captures	 the	 equal	 footing	 of	 the	
intellectual	worker	and	 the	physical	worker	 through	adding	 it	 to	 the	already	existing	
images	of	‘masculine	strength	and	labour’	(emphasis	added.	2010,	169).	Indeed,	when	
referring	to	the	symbol,	it	appears	as	if	there	is	equality	between	the	classes,	and	more	
specifically	gender,	since	the	sickle	is	wielded	by	a	female	peasant.	The	monument	to	
commemorate	the	party	foundation	suggests	the	same	by	encircling	the	three	symbols	
that	represent	the	three	archetypes	with	a	banner	that	harmonises	the	Leader,	party	
and	people.3	Oftentimes,	 these	 archetypes	or	 their	 props	 appear	prominently	 at	 the	
centre	 of	 posters.	 However,	 these	 three	 archetypes	 not	 just	 represent	 their	
occupational	 class,	 in	 this	 setting	 they	 represent	 their	 political	 role	 in	 North	 Korean	
society.		
Posters	related	to	the	Korean	Workers’	Party	present	the	three	archetypes	in	the	
centre	of	the	poster.	The	composition	and	the	position	of	the	three	figures	in	relation	to	
each	other	are	almost	identical	in	every	poster.	An	example	is	the	poster	Fig.	1.1	with	
the	title	‘Let’s	Thoroughly	Arm	Ourselves	with	the	Revolutionary	Ideology	of	our	Great	
Leader	Comrade	Kim	Il	Sung’.	Three	figures	stand	in	front	of	a	red	flag	that	bears	the	
symbol	of	the	Korean	Workers’	Party.	Each	of	these	figures	clasps	a	burgundy	red	book.	
The	man	in	the	centre,	dressed	in	a	grey	suit	adorned	with	two	medals,	raises	his	right	
hand	towards	the	sky,	triumphantly	showing	a	copy	of	Kim	Il	Sung’s	Collected	Work.	He	
																																																						
3	Monument	of	the	Korean	Workers’	Party,	Pyongyang,	 finished	 in	1995.	See	website	
DPRK:	http://www.korea-dpr.com/monuments.html		
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gazes	up	towards	the	book	in	his	hand.	On	the	left,	a	woman	dressed	in	chosŏn’ot	with	
a	white	chŏgori	and	red	chima,	holds	a	volume	of	Kim	Il	Sung’s	‘Thesis	on	the	Question	
of	Our	County’s	Socialist	Agriculture’	in	her	left	arm	against	her	chest.	The	ribbons	of	
her	chŏgori	and	the	folds	in	the	skirt	give	the	impressions	that	the	woman	is	taking	a	
step	forward.	Her	gaze	is	fixed	on	a	point	somewhere	outside	the	poster,	straight	ahead	
of	her.	The	man	on	the	right	wears	a	western	style	suit	with	a	tie.	His	posture	is	similar	
to	 that	of	 the	woman.	 In	his	 left	hand,	held	against	his	 chest,	he	holds	 ‘The	Duty	of	
Technicians	and	Scholars	for	the	Fulfilment	of	the	Technological	Revolution’.	He	gazes	
up	towards	the	book	in	the	hand	of	the	other	man.	It	is	impossible	to	see	if	he	is	wearing	
a	medal.	These	 three	 figures	 represent	 the	 three	archetypes	mentioned	above.	Even	
though	 they	do	not	hold	 the	props	associated	with	 their	archetypical	 role,	 these	are	
visible	in	the	flag	flowing	in	the	background.	In	addition,	the	books	held	by	the	man	and	
woman	on	either	side	of	the	man	in	grey,	specifically	address	agriculture	and	technique.	
Furthermore,	in	the	bottom	left	corner,	a	mass	of	people	is	visible.	Amongst	this	group,	
the	props,	gender	and	clothing	reflect	their	occupation.	An	engineer,	a	textile	worker	
and	soldier	take	the	lead	in	the	parade,	followed	by	a	worker,	nurse,	mineworker,	and	a	
male	farmer.	The	distribution	of	gender	in	relation	to	occupation	recurs	in	more	posters.	
Although	 this	 is	 important,	 the	 depiction	 of	 posture	 and	 demeanour	 of	 the	 central	
characters	 is	 noteworthy.	 As	 stated,	 the	 posture	 of	 the	man	 on	 the	 right	 is	 almost	
identical	to	that	of	the	woman.	The	one	who	stands	out,	is	the	man	dressed	in	grey.	His	
posture	 is	 active	 and	 conveys	 strength.	 The	 other	 two	 characters	 seem	much	more	
passive.	Even	though	they	stride	forward,	they	lack	the	upward	movement.	Unlike	Suk-
Young	Kim’s	reading	of	the	archetypes	as	equals	and	part	of	the	masculine	sphere	of	
North	 Korean	 society,	 the	 slight	 variations	 in	 the	 appearance	 and	 posture	 of	 these	
characters	prove	that	they	are	not	each	others	equals.	This	can	be	explained	by	reading	
the	imagery	through	the	symbols	and	slogan.	The	slogan	and	books	already	refer	to	the	
Great	Leader	Kim	Il	Sung,	but	another	symbol	related	to	the	leader	is	visible	in	the	upper-
right	corner	of	the	poster⎯the	white	peak	of	mount	Paektu	amidst	the	soft	orange	and	
pink	hues	of	the	sky.	These	signs	denote	that	the	centre	of	this	poster	is	not	the	man	in	
the	grey	suit,	but	Great	Leader	Kim	 Il	Sung.	Sonia	Ryang’s	definition	of	 love	 in	North	
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Korea	 and	 its	 implications	 for	 gender	 relations,	 opens	 up	 the	 discussion	 about	
masculinised	space	and	hegemonic	gender	roles.	If	everyone	plays	a	woman’s	part	vis-
à-vis	the	leader,	the	men	depicted	in	this	poster	are	no	exception.	Ryang	argues	that,	in	
North	Korean	literature,	women	can	only	receive	the	love	of	the	leader	in	a	secondary	
role	through	the	male	protagonist.	This	means	that	the	man	in	the	centre	holds	the	most	
important	 position	 vis-à-vis	 the	 Great	 Leader	 (2012,	 77-78).	 He	 is	 the	 beacon	 of	
revolutionary	ideology	that	rises	up	towards	the	Great	Leader	at	the	top	of	the	pyramid	
of	love.	The	other	two	archetypes	receive	this	love	by	standing	next	to	the	man	in	the	
centre.	 Compared	 to	 the	 other	 classes,	 they	 play	 a	 significant	 role	 in	 conveying	 the	
message	of	the	leader	regarding	agriculture	and	technology.	Like	the	titles	of	the	books,	
they	 move	 forward.	 However,	 they	 do	 not	 move	 upward.	 This	 means	 that	 the	
intellectual	depicted	in	the	form	of	a	man,	is	assigned	a	female	gender	role.	From	the	
analysis	 of	 this	 poster,	 it	 is	 clear	 that	 the	 archetypes	 do	 not	 just	 represent	 an	
occupational	 class	 but	 have	 a	 simultaneous	 political	 purpose.	 Therefore,	 in	 posters	
related	 to	 economic	 policies,	 the	 intellectual	 who	 does	 not	 have	 an	 active	 role	 in	
industrial	or	agricultural	production,	is	absent.	The	worker	and	the	farmer	do	appear	in	
posters	related	to	economic	development.		
Throughout	 the	 seven	 decades	 of	 the	 existence	 of	 the	 Democratic	 People’s	
Republic	of	Korea,	several	economic	plans	have	been	promoted	by	means	of	posters.	In	
these	posters,	not	only	the	three	archetypes	discussed	above,	make	an	appearance,	but	
several	 other	 iconic	 figures	 pop	 up.	When	we	 broaden	 the	 scope	 from	 these	 three	
archetypes	to	incorporate	all	the	recurring	images	of	occupations,	there	are	six	different	
categories	each	with	its	own	archetype.	The	six	categories	are	agriculture,	fishery,	heavy	
industry,	 light	 industry,	 the	 military,	 and	 technology. 4 	Whenever	 the	 direction	 of	
economic	plans	and	politics	change,	this	is	reflected	in	the	posters	by	the	compilation	of	
archetypes	 presented	 to	 the	 viewer.	 In	 the	 early	 1960s,	 for	 instance,	 right	 after	 the	
																																																						
4	It	is	possible	to	distinguish	more	archetypes,	such	as	construction,	mining,	health	and	
public	order.	However,	these	categories	receive	less	attention	than	the	six	categories	
listed.	Furthermore,	the	archetypes	of	the	six	categories	appear	in	posters	individually,	
whereas	the	other	groups	are	depicted	individually	only	on	occasion.	
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announcement	 of	 the	 first	 Seven-year-economic	 plan,	 the	 poster	 ‘Armed	 Assault	 to	
Seize	the	Six	Goals’	presents	six	detailed	and	colourful	figures	to	the	viewer	(Fig.	1.2,	
1962).	There	is	another	seventh	figure	sitting	on	the	back	of	a	flying	horse,	but	it	can	be	
said	that	 this	 figure	 is	part	of	 the	background,	because	of	 the	 lack	of	details	and	the	
lighter	colours	that	match	those	of	the	background.	The	other	six	figures	are	the	focal	
point	of	the	poster.	They	stand	out	through	the	darker	colours	of	their	clothing	and	their	
detailed	physique.	In	addition,	the	slogan	of	the	poster	overlaps	with	the	flag	and	horse	
of	the	seventh	figure	in	the	background	and	the	slogan	specifically	mentions	six	goals.	
From	this	we	can	deduce	that	the	six	figures	represent	the	six	goals	mentioned	in	the	
slogan.	Based	on	their	clothing	and	props,	we	can	distinguish	six	different	occupational	
groups,	 namely,	 a	 steelworker,	 farmer,	 light	 industrial	 worker,	 miner,	 fisher	 and	
construction	 worker.	 In	 the	 background	 we	 see	 the	 products	 coming	 from	 these	
occupational	 groups.	 There	 are	 trains	 full	 of	 coal,	 heaps	of	 fish,	 rows	of	 houses	 and	
apartment	buildings,	bars	of	metal,	 flowing	fabrics	and	a	pile	of	harvested	grain.	The	
artist	has	created	a	poster	with	a	dynamic	image	through	depicting	the	human	figures	
leaning	forward	and	moving	upward,	some	with	their	arms	out	to	the	front,	others	to	
the	back.	By	leaving	space	blank,	the	emphasis	is	put	on	the	six	figures.	The	gaze	of	the	
viewer	 is	 drawn	 to	 the	 figure	 in	 red,	 at	 the	 centre	 of	 the	 group.	 This	 female	 figure	
stretches	her	 right	arm	to	 the	 front,	 in	her	hand	she	holds	 the	shuttle	of	a	 loom.	Be	
depicting	her	semi-frontal	and	with	her	arm	forward,	she	seems	to	be	leaping	forward,	
in	contrast	to	the	two	figures	directly	next	to	her.	On	her	right	stands	another	woman	
in	black	and	white	chosŏn’ot.	She	is	depicted	with	her	back	to	the	viewer.	It	is	hard	to	
tell	what	her	actual	posture	is	because	the	textile	worker	is	placed	in	front	of	her.	but	in	
contrast	with	the	textile	worker	her	pose	is	rather	passive.	This	 is	emphasized	by	the	
yellow	grain	flowing	in	her	wake.	Her	clothes	and	the	grain	are	symbols	for	the	peasant	
archetype	of	the	‘holy	trinity’.	Next	to	her,	on	top	of	all	the	other	figures,	stands	a	male	
steelworker.	Even	though	he	is	shown	from	the	back,	his	posture	is	much	more	active	
than	that	of	the	peasant.	His	expression	is	determined	and	gives	extra	strength	to	his	
already	active	posture.	The	three	remaining	figures	stand	at	the	left	side	of	the	textile	
worker.	 For	 the	 viewer	 these	 characters	 are	 the	 ones	 at	 the	 bottom.	 These	 three	
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characters	carry	props	that	give	away	their	profession.	The	man	next	to	the	woman	in	
red,	carries	a	drill	that	he	points	forward,	like	the	steelworker	does	with	the	[forgot	what	
it’s	called].	Unlike	the	steelworker,	his	posture	is	much	less	outspoken.	The	male	figure	
to	his	right	is	shown	from	the	front.	His	arms	are	moving	back,	holding	a	big	fishing	net,	
but	he	looks	to	the	front,	in	the	same	direction	as	the	other	figures.	His	posture	is	not	
as	outspoken	or	active.	His	expression,	however,	is.	His	mouth	is	open	as	is	he	is	shouting	
something.	The	last	figure	that	of	a	construction	worker.	Like	the	miner	and	fisher,	his	
posture	is	not	very	active.	He	leans	in	a	bit,	holding	out	his	right	hand	in	which	he	carries	
a	filling	knife,	which	gives	the	impression	that	he	is	moving	forward,	like	his	compatriots.	
As	mentioned,	 two	of	 the	 six	 figures	 in	 this	 poster	 are	 female.	However,	 the	
placement	and	posture	of	the	figures	is	much	more	related	to	their	role	in	executing	the	
economic	plans	than	that	it	reflects	gender	dynamics	between	men	and	women.	This	
does	not	mean	that	 the	the	biological	gender	of	 the	archetypes	 is	not	related	to	the	
work	they	do.	Labour	in	the	DPRK	is	divided	by	notions	of	masculinity	and	femininity.	
This	means	that	jobs	that	require	strength	such	as	miner,	construction	worker,	engineer,	
steelworker	and	soldier	are	associated	with	men.	Technology,	heavy	industry	and	the	
army	have	become	iconic	for	masculinity.	Although	women	are	not	excluded	from	these	
occupational	 fields	 (Ryang),	 the	representation	of	 these	occupations	 in	North	Korean	
posters	is	reserved	for	male	figures.	The	jobs	associated	with	women	and	femininity	are	
that	of	the	light	industry	worker,	nurse	and	farmer.	In	the	later	years,	jobs	such	as	traffic	
control,	school	teacher	and	train	conductor	have	also	been	brought	into	relation	with	
women.5	The	 commonality	between	 the	 jobs	designated	 for	women	 is	 that	 they	 are	
based	 on	 notions	 of	 safety,	 nurturing	 and	 caring.	 These	 jobs	 do	 not	 require	 much	
strength.	The	contrast	between	the	jobs	associated	with	men	and	jobs	associated	with	
women	is	depicted	by	the	represented	gender	in	the	poster,	but	it	is	not	limited	to	that.	
Even	when	an	individual	character	is	portrayed,	the	notions	of	gender	seep	through	in	
the	imagery.	There	are	several	reasons	why	an	individual	character	still	carries	with	it	
notions	of	gender.	First	of	all,	observing	just	one	poster	wont	offer	the	same	depth	as	
																																																						
5	See	UBL09_0429_01;	UBL09_0698_01;	UBL09_0657_01;	
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the	whole	body	of	the	collection	does.	When	cross-referencing	posters	with	the	same	
theme,	 differences	 and	 similarities	 in	 clothing,	 props,	 posture,	 countenance,	 use	 of	
colour	 etc.	 become	 apparent.	 Secondly,	 cross-referencing	 posters	 from	 different	
categories	of	labour,	highlight	characteristics	that	seem	unimportant	when	not	brought	
into	 correlation	with	unrelated	posters.	And	 finally,	 these	notions	 are	not	 limited	 to	
posters	but	can	also	be	found	in	other	forms	of	artistic	and	cultural	production	such	as	
paintings	or	cinema.	
As	 mentioned,	 light	 industry	 is	 thought	 to	 be	 a	 woman’s	 occupation.	 North	
Korean	posters	reflect	this	by	placing	only	female	characters	in	this	line	of	production.	
Within	light	industry	there	are	different	areas	of	light	industry.	In	the	1960s	textile	was	
one	 of	 the	 most	 prominent	 forms	 of	 industry	 in	 which	 women	 worked.	 Processed	
foodstuff,	 pre-packed	 food,	 kitchen	 appliances,	 and	 consumer	 goods	 such	 as	 shoes,	
clothing	and	accessories,	are	produced	by	female	factory	workers.	Although	there	are	
some	 posters	 that	 depict	 women	 in	 the	 midst	 of	 working,	 the	 majority	 of	 posters	
depicting	female	factory	workers,	show	a	woman	standing	between	the	produced	goods.	
Fig.	1.3	‘Let’s	Make	Consumer	Goods	Pour	Like	Waterfalls’	depicts	one	of	these	factory	
workers.	A	woman,	dressed	 in	a	pink	uniform	with	white	apron	and	a	white	kerchief	
bound	around	her	hair,	holds	up	beautifully	decorated	pieces	of	textile	that	are	part	of	
a	flow	of	consumer	goods,	kitchen	appliances	and	utensils	and	foodstuff.	She	smiles	at	
the	spectator	and	with	her	left	hand,	palm	up,	she	points	down	towards	the	slogan.	The	
posture	of	her	arms,	follows	the	flow	of	the	products	that	pour	out	of	the	factory	in	the	
background.	This	poster	was	published	in	the	midst	of	the	six-year	plan.	Published	in	
1974,	 it	 promotes	 the	 ‘Speed	 Battle’.	 The	 relation	 of	 the	 poster	 to	 the	 economic	
development	plan	is	represented	through	the	banner	attached	to	the	wall	of	the	factory	
and	 the	 three	 flags	 reading	 ‘Ideological	 Revolution’,	 ‘Technological	 Revolution’,	 and	
‘Cultural	Revolution’	atop	of	the	building.	The	blue	colour	of	the	textile	held	in	the	hand	
of	the	factory	worker,	communicates	with	the	blue	of	the	‘Technological	Revolution’	flag.	
It	is	also	the	only	colour	that	can	be	easily	distinguished	in	the	waterfall	of	products.	The	
movement	visualised	in	the	poster	by	the	flood	of	consumer	goods,	contrasts	with	the	
posture	of	the	woman.	Her	uniform,	the	factory	in	the	background	and	the	interaction	
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with	the	fabric	suggests	that	she	is	the	one	who	produced	this	beautiful	textile.	Yet,	her	
gesture	resembles	that	of	a	saleswoman.	She	is	not	actively	producing	this	piece	of	fabric;	
she	is	passively	displaying	the	products.	
Whenever	 male	 figures	 are	 depicted,	 their	 posture,	 gestures	 and	 expression	
contrast	with	those	of	 female	 industry	workers.	But	also	the	background	adds	to	the	
differences	 in	 gender	 roles,	 even	 when	 their	 occupation	 seems	 similar.	 Fig.	 1.4,	
published	 in	 the	 same	 year	 as	 Fig.	 1.3,	 is	 also	 related	 to	 industrial	 production.	
Nevertheless,	there	is	a	stark	contrast	with	the	poster	discussed	above.	The	individual	
depicted	is	a	man	in	the	attire	of	a	worker.	He	is	not	interacting	with	the	spectator,	but	
preoccupied	with	 putting	 the	 screws	 on	 heavy	machinery	 by	means	 of	 an	 electrical	
screwdriver.	His	posture	conveys	strength.	He	leans	forward,	both	his	arms	are	raised	
while	he	operates	the	screwdriver	with	both	hands.	Like	the	previous	poster,	there	is	a	
flow	of	products.	However,	this	time	the	products	are	bags	of	cement,	steel	pipes,	heavy	
machinery,	coal	and	sand.	All	these	products	can	be	associated	with	labour	designated	
for	men,	as	discussed	in	relation	to	Fig.	1.2.	Furthermore,	the	products	flow	in	a	different	
direction.	Instead	of	flowing	towards	the	spectator,	it	moves	away	towards	the	upper-
left	corner	of	the	poster.	All	the	top,	at	the	end	of	the	flow,	a	ship	is	depicted,	sailing	
towards	the	horizon	on	a	blue	globe.	The	slogan	reads	‘Let’s	Unconditionally	Fulfil	the	
Export	Production	Plan’.	The	combination	of	the	slogan,	the	imagery	and	the	metal	plate	
the	worker	is	attaching	to	the	machine	that	reads	‘Made	in	DPRK’,	focus	on	export.	The	
former,	on	the	other	hand,	depicts	products	meant	for	the	domestic	market.	The	labels	
on	the	products	are	solely	written	in	Korean.	The	contrast	between	these	two	posters,	
adds	to	the	discussion	on	masculinised	space.	Although	women	are	working	in	factories,	
they	do	not	become	masculinised	themselves.	The	line	of	production	they	work	in,	 is	
meant	for	the	domestic	market.	This	is	emphasized	by	several	posters	that	besides	the	
woman	working	in	the	factory	depict	a	cut-out	with	a	different	scene.	In	these	scenes	
we	see	women	in	a	domestic	setting,	using	the	products	featuring	in	the	main	image	of	
the	poster	(Fig.	1.5,	1979).	This	symbolises	how	the	masculinised	sphere	of	technology	
can	still	adhere	to	hegemonic	notions	of	gender;	placing	female	 labourers	 in	relation	
with	domesticity.		
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The	second	and	more	prevalent	archetype	throughout	the	decades	is	that	of	the	
farmer.	As	seen	above,	this	character	is	not	just	part	of	economic	production,	but	plays	
an	important	role	in	the	political	arena	of	the	DPRK.	Unlike	posters	concerning	industry,	
agriculture	 is	an	area	where	male	and	 female	characters	can	exist	 side	by	side,	both	
participating	 in	 sowing	 and	harvesting	 the	 land.	However,	 the	 role	 of	 the	woman	 in	
agriculture	extends	further	than	just	working	the	land.	She	does	indeed	work	in	the	field,	
but	at	the	same	time	she	is	in	charge	of	animals	and	the	harvested	vegetables	and	fruits.	
The	depiction	of	the	female	peasant	has	changed	throughout	the	decades.	In	the	earliest	
posters,	she	dons	traditional	dress	with	the	white	chŏgori,	the	colour	of	the	skirt	is	either	
black	or	red.	In	later	posters,	the	clothing	changes	to	a	modern	style	outfit	with	dark	
coloured	pants,	a	pink	blouse	and	a	decorated	kerchief	to	replace	the	simple	white	one.	
Another	visible	change	is	the	posters	is	that	of	the	industrialisation	of	agriculture.	Where	
the	 planting	 of	 sprouts	 in	 wet	 rice	 paddies	 was	 traditionally	 done	 by	 hand,	 the	
technological	developments	of	agricultural	machinery	have	changed	the	landscape.	As	
mentioned	previously,	machinery	 is	often	associated	with	masculinity.	Therefore,	the	
introduction	of	machinery	could	be	interpreted	as	the	masculinisation	of	agriculture	and	
inherent	the	masculinisation	of	female	farmers.	Although	the	female	farmers	indeed	use	
machinery,	more	often	than	not,	this	machinery	is	driven	by	a	male	farmer.	In	Fig.	1.6	
(1981)	 the	 female	 farmer	 sits	 at	 the	 back	 of	 one	 of	 these	 planting	 machines.	 It	 is	
impossible	 to	 tell	who	 operates	 the	machine,	 but	 in	 the	 background	 on	 the	 right,	 a	
similar	machine	is	depicted.	The	three	people	on	this	machine	are	two	women	and	one	
man.	The	women	are	busy	planting	the	sprouts,	while	the	man	operates	the	machine.	
Agriculture	is	a	collective	occupation	where	both	men	and	women	play	their	part.	In	the	
earliest	posters,	men	and	women	are	depicted	side	by	side	planting	and	harvesting.	In	
later	posters,	including	Fig.	1.6,	planting	has	become	a	woman’s	job,	whereas	harvesting	
is	associated	with	men.	A	poster	in	which	both	machinery	and	harvesting	are	depicted	
by	a	male	figure	is	Fig.	1.7	(1981).	The	male	character	operates	a	red	sowing	machine.	
His	posture	resembles	that	of	the	female	farmer.	However,	the	colours	are	different.	
The	colours	of	the	first	poster	are	much	more	subdued	and	contain	more	blue	hues.	The	
latter	is	dominantly	yellow	and	red,	and	the	colours	are	much	more	vibrant.	Again	the	
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gender	 differentiation	 is	 based	 on	 prior	 notions	 of	 characteristics	 associated	 with	
masculinity	 and	 femininity.	 Women	 are	 associated	 with	 giving	 life	 and	 nurture.	
According	to	the	scholars	discussed	in	the	previous	chapter,	women	have	the	task	to	
raise	children	and	take	care	of	the	family.	This	maternal	function	is	reflected	in	the	rice	
sprouts	they	plant	and	the	animals	they	tend	to.	
In	Soviet	Russia	and	Communist	China,	achieving	gender	equality	resulted	in	the	
incorporation	of	women	in	masculine	jobs,	rigidly	control	clothing	to	hide	gender,	and	
the	 depiction	 of	 women	 in	 a	 more	 gender	 masculinised	 way.	 In	 the	 DPRK,	 gender	
equality	was	emphasised	by	state	law,	drawing	women	to	the	public	sphere.	The	total	
masculinisation	of	society,	did	not	seep	through	in	state	produced	posters	and	culture.	
Posters	regarding	production	make	use	of	imagery	that	are	ingrained	with	prior	notions	
of	 masculinity	 and	 femininity.	 By	 using	 military	 language	 and	 depicting	 public	 life,	
women	are	given	a	taste	of	masculine	 life.	However,	their	roles	 in	the	public	are	still	
limited	to	positions	that	are	associated	with	feminine	qualities.	In	the	next	chapter	I	shall	
address	how	the	maternal	qualities	of	women	surface	in	posters.	
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Chapter	3.	Reproduction	–	The	Woman	as	Mother	
	
As	has	been	argued	in	the	previous	chapter,	there	is	a	continuous	gender	divide	in	the	
Democratic	 People’s	 Republic	 of	 Korea.	 The	 gender	 identity	 of	 women	 is	 intricately	
interwoven	with	femininity	and	motherhood.	This	is	reflected	in	North	Korean	society	
and	cultural	publications.	Women	are	regarded	as	producers	and	reproducers.	Besides	
their	imminent	role	as	producers	in	the	occupational	sphere,	they	have	to	fulfil	the	role	
of	the	mother	of	the	new	generation	of	ideological	subjects.	Women	are	essential	for	
raising	and	educating	children.	This	task	is	mainly	carried	out	inside	the	confinements	of	
the	house.	 Since	posters	 are	 concerned	with	directing	 and	 visualising	public	 life	 and	
work,	the	lack	of	posters	reflecting	the	situation	of	family	life	within	the	domestic	sphere	
is	not	that	surprising.	This	does	not	mean,	however,	that	posters	do	not	address	family	
life,	familial	relations	and	motherhood.	On	many	occasions,	familial	relations	and	the	
inherent	motherly	qualities	of	women	are	invoked	to	address	the	viewers.	The	notions	
of	gender	are	portrayed	through	posture,	gestures,	props,	composition,	but	also	the	use	
of	colours.	However,	the	most	obvious	way	to	depict	a	woman	as	mother,	is	by	painting	
her	together	with	a	child.	
Already	in	the	earliest	posters	in	van	der	Bijl’s	collection,	dating	back	to	the	early	
1950s,	we	see	the	image	of	a	woman	carrying	a	child	in	her	arms.	The	woman,	with	the	
same	posture	and	demeanour,	is	continuously	depicted	throughout	the	years	with	slight	
variations.	On	the	poster	dedicated	to	International	Women’s	Day6	a	woman	dressed	in	
traditional	chosŏn’ot,	carries	a	child	in	her	arms	(Fig.	2.1,	1958).	The	child,	a	baby	girl	
dressed	in	traditional	clothing,	is	preoccupied	with	the	little	flag	she	clutches	in	her	hand.	
The	poster	appeals	to	work	towards	peaceful	unification.	This	message	is	emphasised	
by	the	blue	coloured	globe	and	white	dove	in	the	background.	As	mentioned,	this	poster	
was	published	to	celebrate	International	Women’s	Day.	The	detailed	clothing,	her	red	
																																																						
6 	International	 Women’s	 Day	 emerged	 in	 the	 early	 twentieth	 century	 in	 honour	 of	
women’s	rights,	female	suffrage	and	female	participation	in	the	economy.	On	this	day,	
March	8,	important	acts	of	ordinary	figures	in	the	women’s	movement	are	celebrated	
around	the	globe	[UN	website]	
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cheeks	and	lips,	and	the	festively	dressed	baby	girl,	indeed	suggest	the	festive	nature	of	
the	day.	Yet,	unlike	what	one	would	expect	on	a	poster	meant	for	a	day	that	honours	
gender	equality	and	female	economic,	social	and	political	participation,	the	imagery	of	
the	poster	depicts	a	mother	with	child,	not	a	working	woman.	 In	addition,	she	 is	not	
wearing	an	outfit	deemed	for	work	and	her	demeanour	is	passive.	A	poster	published	in	
1955	in	celebration	of	the	same	day,	presents	a	very	different	image	(Fig.	2.2).	This	time	
the	main	character	of	the	poster	is	a	is	dressed	in	the	traditional	dress	(black	and	white	
chosŏn’ot)	 associated	 with	 agriculture.	 She	 looks	 determined	 while	 taking	 a	 step	
forward,	her	hand	clenched	to	a	fist.	The	difference	between	the	two	posters	is	immense.	
Where	the	earlier	poster	honours	women	participating	in	agricultural	production,	the	
later	one	emphasises	the	role	of	the	mother.	
The	two	roles	of	women	are	brought	together	in	the	poster	‘Let	Women	Become	
the	Excellent	Army	of	the	Construction	of	Socialism’	(Fig.	2.3,	1965).	The	poster,	painted	
by	the	famous	Pak	Sangnak,	features	a	wide	spectrum	of	female	characters,	embodying	
the	occupational	fields	in	which	women	are	active.	However,	the	most	important	role	a	
woman	could	have	in	aiding	Socialism,	is	her	role	as	mother.	The	main	character	of	the	
poster	represents	this.	Like	Fig.	2.1,	a	woman	carrying	a	child,	stands	tall,	dominating	
half	of	the	poster,	while	the	other	figures	in	the	painting	march	forward.	This	time	the	
child	she	carries	is	a	boy.	He	clutches	a	small	national	flag	in	his	right	hand	and	a	toy	
plane	in	the	other.	Both	mother	and	son	gaze	towards	the	flag.	The	importance	of	the	
role	of	mother	played	by	the	woman	in	the	front,	is	enhanced	by	the	mediation	with	the	
other	women	in	the	background	and	the	language	used	in	the	slogan.	By	utilising	military	
language,	the	slogan	mobilises	women	to	become	soldiers.	The	military	is	an	institute	
associated	with	men	and	battle.	 It	 symbolises	masculinity	and	strength.	 In	 the	North	
Korean	posters,	the	masculine	aspect	of	the	military	is	emphasised	by	the	depiction	of	
male	soldiers.	Yet,	in	this	poster,	the	soldiers	are	women,	with	the	mother	leading	the	
march.	 However,	 the	 other	 women	 are	 secondary.	 Their	 presence	 is	 a	 necessity	 to	
convey	the	message	of	the	poster,	their	role	is	diminished	by	both	the	size	of	the	main	
character,	as	well	as	the	colour	blue	that	dominates	the	poster.	The	sky,	the	dungarees	
of	the	boy	and	the	skirt	of	the	mother	are	painted	in	similar	hues	of	blue.	This	suggests	
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that	a	woman	as	mother	can	become	a	soldier	for	the	development	of	North	Korean	
society,	and	 that	 this	 is	 the	most	honoured	position	of	all	 the	different	 jobs	open	 to	
women.	In	other	words,	the	imagery	and	slogan	convey	how	women	are	mobilised	for	
their	(re)productive	function	as	part	of	the	larger	agenda	of	the	socialist	revolution.	This	
mother	is,	as	(one	of	the	scholars)	argues,	a	revolutionary	mother.	She	has	not	only	given	
life	to	the	boy,	she	is	also	his	steady	foundation.	
The	fact	that	the	children	in	the	two	posters	are	of	different	(biological)	genders	
relates	to	the	message	of	the	posters.	The	first	specifically	focuses	on	women.	However,	
the	 latter	connects	the	position	of	women	to	the	nation	and	its	development.	 In	this	
connection,	a	male	mediator	is	a	necessity.	As	Sonia	Ryang	argues,	there	is	an	eternal	
triangle	of	love	in	North	Korea.	The	most	sacred	form	of	love	in	North	Korea	is	the	love	
between	the	Great	Leader	and	his	subjects.	This	love	is	identified	through	the	ties	people	
have	 with	 each	 other.	 However,	 women	 only	 receive	 the	 love	 in	 a	 secondary	 way,	
through	the	male	protagonist	(2012,	77-78).	This	triangular	love	incorporates	notions	of	
gender.	For	instance,	in	Fig.	2.3	this	male	mediator	is	embodied	by	the	boy.	However,	
the	 triangular	 love	does	not	only	 exist	 between	men	and	women,	but	 also	between	
parents	and	children.	The	representation	of	this	triangular	love	can	shift	depending	on	
the	scene.	Whenever	a	woman	is	depicted	alone	with	a	child,	she	will	carry	the	child	in	
her	arms.	Based	on	the	message	of	the	poster,	the	gender	of	the	child	will	change.	Yet,	
when	a	man	in	the	form	of	a	husband	is	added	to	the	scene,	he	will	be	the	one	carrying	
the	child.	In	posters,	men	and	women	will	not	be	depicted	together	without	fulfilling	the	
role	as	archetype,	parent,	or	a	combination	between	these	two.	The	gender	relations	
between	women	and	men	are	determined	by	the	inclusion	of	children.	There	is	a	distinct	
gender	hierarchy	visible	in	posters	where	a	man	and	a	woman	are	depicted	together	as	
family.	The	posters	that	portray	this	family	setting	do	not	suggest	that	the	man	fulfils	a	
role	as	father	equal	to	that	of	the	mother.	He	is	present	either	to	support	the	family	
through	bodily	strength	as	an	archetype	or	as	the	conveyor	of	state	ideology.	The	family	
setting	appears	 in	posters	dedicated	 to	 the	party,	Chuch’e	 Ideology	and	 the	 leaders.	
Familial	relations	between	parents	and	children	are	represented	through	gestures	that	
appear	protective	or	supportive.		
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The	poster	‘Let	Us	Inherit	and	Develop	the	Revolutionary	Traditions	of	Our	Party’	
(Fig.	2.4,	1987)	combines	both	forms	of	the	triangle	of	love.	First,	the	poster	depicts	a	
neatly	 dressed	 man,	 woman	 and	 schoolboy	 standing	 in	 a	 snowy	 landscape.	 In	 the	
background	 we	 see	 a	 log	 cabin,	 surrounded	 by	 trees.	 In	 the	 yellow-coloured	 sky,	
between	the	mountains	that	encapsulate	the	cabin,	the	peak	of	mount	Paektu	is	visible.	
The	location	needs	no	explanation	for	North	Koreans.	It	is	the	site	that	symbolises	the	
revolutionary	struggle	of	Kim	Il	Sung	at	the	time	of	Japanese	occupation.	It	is	also	the	
log	cabin	where	Kim	Jŏng	Suk	gave	birth	to	Kim	Jong	Il	on	February	16,	1942.	From	the	
mid	1980s,	this	site	became	crucial	 in	the	myth-making	of	Kim	Jong	Il’s	roots	and	the	
restyling	of	Kim	Jŏng	Suk	as	revolutionary	mother	(Suk-Young	Kim	2012;	Heonik	Kwon	
and	Byung-Ho	Chung	2012).	 This	 is	 best	 reflected	 in	 the	mosaic	 ‘The	 Three	 Eminent	
Baekdu	Generals’.	This	poster	is	similar	to	the	imagery	of	the	mosaic.	Instead	of	the	Kim	
family,	here	 stand	a	man,	woman	and	child.	They	 stand	 there	passively	and	gaze	up	
towards	 the	mountain	peak.	Except	 for	a	 slight	breeze	 that	makes	 the	 ribbon	of	 the	
blouse	of	the	woman	and	the	kerchief	of	the	boy	move	in	the	direction	of	the	man,	and	
the	man	carrying	a	volume	of	Kim	Jong	Il’s	‘For	the	Completion	of	Juche	Revolutionary	
Achievement’,	there	is	no	movement.	From	the	composition	and	posture	of	the	three	
figures	 we	 can	 learn	 much	 about	 gender	 relations.	 First,	 the	 boy	 stands	 before	 his	
parents.	The	woman	stands	behind	both	her	son	and	her	husband.	The	man	holds	the	
volume	of	Kim	Jong	Il’s	work.	This	suggests	that	the	man	is	the	one	who	is	closest	to	Kim	
Jong	Il.	He	has	access	to	knowledge.	The	boy	and	woman	can	only	receive	this	through	
their	connection	with	the	man.	Although	there	is	no	direct	interaction	with	the	man,	the	
ribbons	 and	 kerchief	 flow	 in	 the	 direction	 of	 the	 man,	 suggesting	 his	 magnetism.	
Secondly,	 the	 depiction	 of	 the	 passive	 demeanour	 of	 the	 characters	 coincide	 with	
Ryang’s	theory.	She	writes	“everyone	plays	a	woman’s	part	vis-à-vis	the	leader”	(2001,	
341).	Here	the	all-encompassing	presence	of	the	leaders,	in	textual	and	symbolic	form,	
renders	the	characters	motionless.		
The	woman’s	 role	 vis-à-vis	 the	 leader	 is	 directly	 reflected	 in	 the	poster	 ‘Let’s	
Raise	Our	Children	Even	Better	as	the	New	Generation	of	Juche’	(Fig.	2.5).	The	poster,	
again	by	the	hand	of	Pak	Sangnak,	is	built	up	in	three	layers.	First,	at	the	bottom	and	
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slightly	in	front	of	the	second	layer,	there	are	six	children	smiling	brightly,	alternately	
boy	and	girl.	In	the	background	of	the	first	layer	a	white	playground	plane	is	depicted.	A	
boy	plays	in	the	plane.	The	second	and	central	layer	depicts	two	grownup	women.	The	
woman	 on	 the	 left	 carries	 a	 baby	 and	 the	 other	 plays	 the	 accordion.	 The	 last	 layer	
includes	 the	background	 and	 the	 top	of	 the	painting.	 In	 the	background	we	 see	 the	
contours	of	the	tower	of	the	Man’gyongdae	Children’s	Palace7	and	a	large	copy	of	the	
‘Democratic	People’s	Republic	of	Korea	Childcare	and	Education	Law’.	Above	the	scene,	
a	 rainbow	 reading	 ‘Thank	 you	General	 Kim	 Il	 Sung’	 acts	 like	 a	 banner.	 The	 poster	 is	
painted	in	pastels	and	again	blue	is	a	dominating	colour.	this	poster	specifically	shows	
how,	from	an	early	age	on,	gender	roles	are	ascribed	on	the	bodies	of	children.	However,	
it	 is	 not	 just	 limited	 to	 gender.	 By	 adding	 props	 and	 specific	 postures,	 the	 children	
become	the	younger	versions	of	North	Korean	archetypes.	First,	the	boy	and	the	girl	in	
the	centre	resemble	the	worker	and	peasant	in	their	posture.	The	children’s	white	and	
red	chosŏn’ot	that	the	girl	wears,	resembles	the	attire	donned	by	female	farmers	that	
are	depicted	wearing	either	a	black	and	white	or	red	and	white	combination.	The	boy	
holds	a	book	in	his	left	arm.	Although	this	is	not	the	collected	works	of	Kim	Il	Sung	but	a	
book	on	the	Korean	language,	it	implies	that	is	his	job	to	learn	the	language	in	order	to	
convey	Kim	Il	Sung’s	words	 later	on	 in	 life.	On	the	right	side,	the	boy	clutching	three	
balloons	in	his	raised	hand,	wears	a	tie:	the	prop	that	most	significantly	represents	the	
intellectual	in	North	Korean	imagery.	When	comparing	this	poster	with	another	one	of	
Pak’s	posters	 (Fig.	 1.1)	 the	 resemblance	between	 composition,	 clothing	and	props	 is	
hard	to	miss.	Furthermore,	the	other	two	girls	in	the	front	resemble	other	archetypes	as	
well.	 The	girl	 on	 the	 right	wears	 a	 red	dress,	with	a	white	 apron	and	 collar,	 a	white	
kerchief	 is	bound	around	her	head	and	 in	her	hands	she	carries	a	 tray	with	different	
kinds	of	fruit	and	a	teapot.	She	bears	close	resemblance	with	female	workers	in	light	
industry.	The	girl	on	the	left	wearing	a	colourful	decorated	dress,	cuddles	a	doll	in	red.	
Shifting	the	attention	to	the	grownup	woman	with	the	baby	 in	her	arms	 in	the	same	
																																																						
7	The	Man’gyŏngdae	Children’s	Palace	is	an	afterschool	education	institute,	located	on	
the	outskirts	of	P’yŏngyang.	(find	more	info)	
	 27	
poster,	 it	 is	 hard	 to	 miss	 the	 resemblance	 in	 dress	 and	 posture.	 The	 composition,	
interaction,	and	parallels	between	the	three	layers	discussed	above,	symbolise	how	the	
teachings	of	Kim	Il	Sung	are	taught	to	the	children	through	the	women	at	the	centre.	At	
the	same	time,	it	reflects	the	triangle	between	the	leader	and	two	generations	of	his	
subjects.	The	women	mediate	between	the	Great	Leader	and	the	children.	Yet	 in	the	
group	of	children,	the	boy	with	the	textbook	fulfils	this	role.	
The	 inclusion	of	 children	 is	 therefore	a	necessity	 to	 represent	 the	 role	of	 the	
woman	as	revolutionary	mother,	as	well	as	the	triangular	love	described	by	Sonia	Ryang.	
However,	as	becomes	evident	in	the	poster	thanking	Kim	Il	Sung,	women	can	fulfil	a	role	
of	mother	for	the	children	of	others.	The	image	represents	that	of	a	caring	protective	
figure,	who	supports	the	child.	This	mother	role	is	not	just	limited	to	North	Korea,	argue	
Heonik	 Kwon	 and	Byung-Ho	Chung.	 They	 emphasise	 that	 Soviet	 Russia	 and	Vietnam	
have	a	similar	approach	to	women	portraying	the	role	of	the	mother.	Like	the	definition	
of	‘mother’	in	the	DPRK	(Suzy	Kim	2010;	Suzy	Kim	2014;	Ryang	2000),	the	‘mother’	title	
was	not	just	limited	to	mothers	and	children	by	blood.	Women	are	supposed	to	act	as	
mothers	by	adopting	orphans	or	protect	soldiers;	they	became	the	mothers	of	the	whole	
nation	 (Kwon	 and	Chung	 2012,	 118).	 This	 is	 not	 just	 reflected	 in	 imagery	 of	women	
working	with	children.	The	image	of	women	is	utilised	to	represent	the	Korean	peninsula	
as	female.	Or	better	said,	as	mother	of	the	Korean	people,	both	living	within	the	borders	
of	the	nation,	as	well	as	those	living	abroad.	The	depiction	as	female	has	been	common	
practice	in	Russia,	where	the	country	is	referred	to	as	‘the	motherland’	(Bonnell	1999).	
In	Korean,	the	nation	can	be	referred	to	as	choguk	‘ancestor	land’	or	as	ŏmŏni	choguk	
‘ancestral	motherland’.	Although	the	term	choguk,	 referring	to	an	ancestor,	could	be	
said	 to	 incorporate	 both	 genders,	 it	 is	 often	 argued	 that	 it	 should	 be	 translated	 as	
‘fatherland’	because	of	patrilineal	inheritance	practices	in	the	Chosŏn	period	(Suzy	Kim?).	
In	addition,	the	Korean	noun	for	mother	needs	to	be	attached	to	choguk	to	indicate	that	
in	 that	 particular	 situation	 the	 nation	 is	 gendered	 female.	 Similar	 to	 language,	 this	
dichotomy	between	the	masculine	and	feminine	representation	of	the	Korean	nation	
surfaces	 in	 the	 posters.	 The	 majority	 of	 these	 posters	 depict	 male	 soldiers,	 often	
together	with	foreign	soldiers	from	Russia,	Cuba	or	Africa,	who	together	defeat	their	
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common	enemy;	the	U.S.	imperialists.	These	posters	are	characterised	by	the	dynamic	
posture	of	figures,	looming	over-	and	pointing	their	bayonets	or	other	military	weaponry	
at	 their	 enemies.	 The	 men	 cross	 the	 national	 borders	 to	 confront	 their	 enemies.	
Expressions	of	anger,	determination	or	triumph	are	visible	on	their	faces.	Posters	that	
represent	the	peninsula	in	the	guise	of	a	woman	exist	as	well.	This	representation	is	not	
linked	 to	 the	 addition	 or	 omission	 of	 ŏmŏni	 in	 front	 of	 choguk	 in	 the	 slogans	 that	
accompany	 the	 imagery.	 However,	 in	 contrast	 with	 the	masculine	 gendering	 of	 the	
peninsula,	these	posters	are	characterised	by	passivity,	peace	and	motherly	love	in	both	
slogans	and	images.	The	poster	‘Ardently	Welcome	the	Returning	Residents	in	Japan’	
(Fig.	2.6,	1959)	depicts	a	disproportionally	large	elderly	woman	bowing	down	with	her	
arms	wide	open	as	if	she	is	ready	to	embrace	the	people	reaching	out	towards	her.	She	
smiles	and	 the	group	of	people	gaze	 longingly	up	 towards	her.	She	wears	 traditional	
chosŏn’ot	 in	black	 and	white.	 The	giantess	 is	 clearly	more	advanced	 in	 age	 than	 the	
group	of	people	at	her	feet,	which	mainly	seems	to	exist	of	young	men	and	women,	and	
even	a	small	child.	The	man	closest	to	the	viewer	wears	a	sash	around	his	shoulder	that	
reads	‘League	of	the	Returning	Koreans	from	Japan’.	In	the	background	flows	the	flag	of	
the	DPRK.	As	with	every	poster,	the	slogan	in	combination	with	the	image	provides	us	
with	the	necessary	information	to	read	the	imagery.	According	to	Suzy	Kim,	Sonia	Ryang,	
Suk-Young	Kim	and	others,	women	cannot	be	 just	a	woman,	 their	 relations	 to	other	
characters,	whether	this	is	in	films	or	literature,	is	determined	by	their	familial	relations.	
Since	the	woman	bowing	down	is	visibly	older	than	the	other	characters,	the	slogan	that	
refers	to	the	return	of	Koreans,	the	national	flag	in	the	background,	and	the	posture	of	
the	woman	and	these	returning	Koreans,	denotes	that	the	woman	in	traditional	Korean	
clothing	fulfils	the	role	of	mother	to	all	Koreans.	In	other	words,	the	mother	figure	can	
function	as	a	metonym	for	the	Korean	peninsula.	As	stated	above,	whenever	a	woman	
is	brought	in	relation	with	the	peninsula,	she	will	show	a	passive	demeanour.	The	image	
of	the	elderly	woman	dressed	in	black	and	white	is	a	recurring	image	that	is	brought	into	
relation	with	peace	and	unification	of	the	Korean	peninsula.	In	Fig.	2.7	(1962)	the	same	
icon	 appears,	 although	 she	 does	 not	 seem	 to	 be	 anything	 like	 the	 woman	 in	 the	
previously	discussed	poster	(she	stands	passively	with	a	voting	ticket	in	her	hand),	the	
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background	confirms	her	role	as	mother	of	the	Korean	population.	The	poster,	appealing	
to	 the	 voting	population,	 suggests	 that	 a	 positive	 vote	will	 bring	 about	 the	peaceful	
unification	of	the	peninsula	and	the	whole	Korean	ethnic	nation.	The	elderly	woman	in	
the	black	and	white	chosŏn’ot	stands	alone	in	the	front,	disconnected	from	the	scene	of	
celebrating	and	embracing	people	above.	Within	this	poster	both	present	and	future	are	
represented.	The	woman	synonymous	for	the	present,	plays	a	significant	role	in	bringing	
this	future	about.	She	does	not	simply	hold	the	key	to	the	future	⎯the	vote⎯	she	is	the	
conveyor	of	the	knowledge.	
In	the	literature	on	women,	femininity	and	motherhood	in	the	DPRK,	it	is	agued	
that	motherhood	becomes	synonymous	for	femininity.	In	the	posters	we	see	a	similar	
trajectory.	 Yet,	 there	 are	 many	 ways	 in	 which	 motherhood	 can	 be	 portrayed.	 The	
mother	is	placed	in	relation	to	the	revolutionary	cause,	by	referring	to	women	as	soldiers.	
Or	she	is	the	woman	educates	the	younger	generation.	She	can	embody	the	nation	tht	
welcomes	back	the	lost	Koreans.			
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Chapter	 4.	 Cultivation	 and	 Preservation	 –	 The	 Woman	 as	 Beacon	 of	 Culture	 and	
Tradition	
	
The	scholarship	on	representations	in	state	published	material	mainly	focus	on	film	and	
literature.	In	recent	years,	art,	monuments,	architecture	and	theatre	have	become	part	
of	the	sources	consulted.	Like	other	forms	of	cultural	production,	posters	are	not	limited	
to	 those	 dealing	 with	 economy	 or	 direct	 politics	 such	 as	 election	 posters.	 Posters	
promoting	 the	 cultivation	 and	 decoration	 of	 public	 space	 have	 been	 published	
throughout	the	years.	Posters	to	raise	public	awareness	on	diseases	or	fire	exist	as	well.	
Besides	the	posters	that	try	make	the	people	aware	of	these	dangers,	there	are	posters	
that	address	proper	ways	of	conduct	or	promote	activities	such	as	reading.	Yet	another	
category	of	posters	is	that	of	cultural	festivals,	such	as	art,	music,	sports	and	film	festivals.	
Because	of	its	possibility	to	distribute	posters	thousands	at	a	time,	it	is	hardly	surprising	
that	 the	 DPRK	 promotes	 these	 kind	 of	 events	 with	 this	 medium.	 This	 offers	 a	 new	
perspective	into	what	is	deemed	important	to	convey	through	visual	culture.	Especially	
in	 relation	 to	 gender.	 Posters	promoting	 sports	 events	depict	 both	male	 and	 female	
athletes.	However,	the	cultivation	of	public	space	and	promotional	posters	of	cultural	
festivals	mainly	reflect	‘a	woman’s	world’;	the	main	figures	in	these	posters	are	almost	
without	 exception	 female.	 Therefore,	 an	 analysis	 of	 these	 posters	 can	 add	 an	 extra	
dimension	to	the	scholarship	on	gender	representation	discussed	so	far.			
	 As	 argued,	 posters	 present	 images	 of	 public	 space	 to	 the	 spectator.	Women	
appear	in	this	public	space	not	just	as	participants	in	the	workforce	or	as	mother,	they	
also	 appear	 in	 scenes	 designated	 to	 the	 cultivation	 and	 decoration	 of	 this	 space.	 A	
common	 feature	 between	 socialist	 realist	 art	 and	 culture	 is	 the	 focus	 on	 the	
development	and	construction	of	the	‘socialist	paradise’.	This	socialist	paradise	refers	to	
more	 than	 just	 state	 planning;	 it	 refers	 to	 the	 construction	 of	 the	 public	 space	 that	
reflects	socialist	ideology.	However,	in	the	case	of	the	Democratic	People’s	Republic	of	
Korea,	 most	 of	 the	 architecture	 and	 infrastructure	 was	 destroyed	 during	 the	 heavy	
bombing	 of	 the	 Korean	 War.	 Therefore,	 posters	 published	 in	 the	 post-war	 period	
featured	 scenes	 of	 construction	 and	 reconstruction.	 Most	 posters	 related	 to	 heavy	
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construction	work,	such	as	building	houses,	dams,	and	the	development	of	a	railroad	
network,	feature	only	male	figures.	Women,	on	the	other	hand,	appear	in	posters	that	
promote	the	cultivation	of	public	space.	This	was	not	limited	to	the	(re)construction	of	
infrastructure,	 but	 encompassed	 different	 ways	 to	 decorate	 public	 space,	 including	
villages,	neighbourhoods	and	parks.	In	1960,	Pak	Sangnak	painted	the	poster	‘Let’s	Grow	
and	Overflow	All	Our	Villages	and	Towns	with	All	Sorts	of	Flowers’,	depicting	a	woman	
watering	flowers	in	what	seems	to	be	a	park.	Playing	with	the	water	is	a	baby	girl	(Fig.	
3.1).	This	poster	shows	how	women	play	a	crucial	role	in	the	development	of	society	by	
cultivating	public	spaces	such	as	park.	In	order	for	women	to	grow	the	flowers	that	adorn	
the	park,	they	need	to	possess	the	caring	nature	and	nurturing	qualities	of	a	mother.	
That	the	depicted	women	possess	these	qualities	is	symbolised	by	the	inclusion	of	the	
baby	girl.	As	discussed	in	the	previous	chapters,	the	relationship	between	mother	and	
child	 symbolises	 the	maternal	quality	of	women.	The	mother	nurtures	 the	child,	 she	
conveys	her	knowledge	and	in	this	way	raises	the	child	to	become	an	integral	part	of	
North	Korean	society.	The	girl	will	play	a	part,	similar	to	that	of	her	mother.	The	small	
bucket	 she	 is	 clutching	 in	 her	 hand	 symbolises	 her	 future	 purpose	 in	 North	 Korean	
society.	The	posters	related	to	the	beautification	of	public	places	is	not	just	a	practice	of	
the	 post-war	 period.	 Some	 forty	 years	 later,	 in	 the	 1980s,	 the	 image	 of	 the	woman	
cultivating	and	decorating	public	 space	 is	 still	promoted	 in	 the	posters.	Whereas	 the	
former	poster	depicts	the	combined	strength	of	mother	and	daughter,	Fig.	3.2	and	fig.	
3.3	depict	two	individual	women.	All	three	posters	refer	in	the	slogans	to	the	cultivation	
and	decoration	of	villages	and	roads.	In	the	two	posters	published	in	the	1980s,	specific	
reference	is	made	to	these	places	as	places	of	residence.	In	Fig.	3.2	we	get	a	glimpse	of	
the	inside	of	the	house.	The	female	figure	is	painted	in	the	act	of	placing	a	flower	pot	
with	pink	flowers	in	the	windowsill.	The	slogan	calls	for	hygienic	cultural	roads,	villages	
and	the	private	home.	Although	the	scene	is	painted	as	if	inside	the	house,	the	scene	
does	not	just	depict	the	private	household.	The	window	is	open	and	the	background	is	
painted	 in	 as	 much	 detail	 as	 the	 inside	 of	 the	 house.	 When	 zooming	 in	 on	 the	
background,	flowerpots	with	the	same	pink	flowers	are	visible	at	the	other	side	of	the	
road.	 The	 woman	 is	 placed	 in	 the	 private	 sphere,	 which	 correlates	 with	 notions	 of	
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traditional	 gender	 roles	 and	 domesticity.	 However,	 there	 is	 no	 private	 space	 or	
individual	identity	in	the	DPRK.	This	poster	directly	depicts	the	lack	of	private	space	by	
both	depicting	the	interior	of	the	house,	as	well	as	the	collective	aspiration	to	decorate	
the	surroundings	by	placing	the	same	flowers	 in	each	and	every	windowsill.	As	Sonia	
Ryang	argues	in	Reading	North	Korea,	everything	is	collective	in	North	Korea.	However,	
in	 becoming	 closer	 to	 the	 Great	 Leader,	 the	 individual	 is	 alone.	 The	 revolutionary	
relation	between	the	individual	and	the	Leader	is	judged	by	the	individual	itself	during	
group	self-reflection	sessions	 (174).	 	The	correct	 revolutionary	decorum	starts	within	
the	domestic	sphere	where	the	female	figure	conforms	to	the	collective.		
	 Yet	 another	 way	 to	 ‘read’	 these	 two	 posters,	 is	 through	 the	 clothing	 these	
women	wear.	Although	the	slogan	and	imagery	focus	on	the	decoration	of	public	space,	
these	two	women	dress	in	clothing	very	different	than	that	of	the	female	archetypes	or	
the	 mother	 figures.	 As	 Suk-Young	 Kim	 argues	 in	 Illusive	 Utopia,	 clothing	 can	 be	
configured	by	the	state	to	circulate	politically	correct	ideas	about	female	bodies	(258).	
This	holds	true	for	the	archetypical	female	characters	as	well.	Unlike	Chinese	women,	
who	had	to	change	their	outfits	to	androgynous	suits,	North	Korean	women	continued	
to	wear	clothing	that	reflected	the	gender-based	role	they	serve	in	society.	The	posters	
that	depict	women	working	in	light	industry,	show	women	wearing	a	uniform	existing	
of	a	dress	with	apron	and	a	kerchief	to	keep	their	hair	tied	to	the	back.	In	agriculture,	
the	outfits	of	women	changed	from	the	traditional	black	and	white	chosŏn’ot	to	a	blouse	
and	pants,	and	colourful	kerchiefs	tied	around	the	hair.	In	the	following	chapter,	women,	
as	representation	of	mothers,	wear	chosŏn’ot.	Unlike	the	archetypical	farmer	dressed	
in	black	and	white,	these	mother	figures	wear	colourful	and	decorated	skirts	and	jackets.	
These	two	examples	divide	the	represented	women	into	two	categories	along	the	lines	
of	the	revolutionary	woman	and	the	traditional	mother.	As	a	result,	women	cannot	be	
regarded	as	just	women.	They	fulfil	a	specific	role	in	North	Korean	society.	In	the	poster	
discussed	above,	 the	women	are	 represented	neither	as	archetypical	workers	nor	as	
mothers.	Nevertheless,	their	clothing	styles	that	do	not	seem	to	have	a	direct	correlation	
with	work	or	motherhood,	are	in	fact	a	reflection	of	one	of	the	many	stages	of	policies	
towards	women	(S.Y	Kim,	230).	One	of	these	stages	was	the	production	of	clothing	that	
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would	meet	the	needs	of	women	working	in	the	domestic	environment	(Suk-Young	Kim	
2012,	241).	The	attire	of	the	two	women	depicted	in	Fig.	3.2	and	Fig.	3.3	reflect	Suk-
Young	Kim’s	statement.	In	other	words,	the	two	women	who	do	not	seem	to	conform	
to	either	roles,	yet	their	choice	of	clothing	suggest	that	they	work	in	domestic	labour.	
According	 to	 Jung	 and	 Dalton,	 this	 is	 the	 time	where,	 economically	 speaking,	 a	 gap	
emerged	between	married	and	unmarried	women.	The	married	women	would	quit	their	
job	and	and	join	the	neighbourhood	stations	(inminban)	(Jung	and	Dalton	2006,	752).	
One	of	the	purposes	of	these	inminban,	is	to	manage	society.8	In	the	slogan	of	Fig.	3.3	a	
reference	is	made	to	this	particular	function	of	the	inminban.	From	this	time	onwards	a	
change	back	towards	traditional	notions	of	gender	is	visible	in	posters,	with	fashion	as	
most	distinctive	marker.	
The	female	body	becomes	a	tool	to	convey	and	preserve	indigenous	traditions	
and	notions	of	family.	In	the	representation	of	proper	conduct,	women	take	the	lead.	In	
the	previous	chapter,	the	female	figure	was	associated	with	the	role	of	the	‘good	wife,	
wise	mother’	ideal.	This	means	that	the	role	of	the	woman	within	the	family	is	crucial.	
Within	the	family,	one	of	the	main	duties	of	women	is	to	educate	the	children	to	become	
worthy	subjects	of	the	socialist	state.	In	the	same	chapter,	I	argued	that	the	notion	of	
the	 woman	 as	 mother	 of	 the	 nation	 also	 exists	 in	 the	 posters,	 represented	 as	
revolutionary	mother	of	the	nation.	 In	the	analysis	of	 fig.	2.5,	this	educational	role	 is	
represented	by	the	two	women	at	the	centre	of	the	poster.	Thirty	years	later,	the	female	
figure	is	still	associated	with	conveying	proper	conduct.	But	also	with	Korean	traditions	
(Fig.	 3.4,	 2004).	 The	 poster	 depicts	 a	woman	 in	 pink	 chosŏn’ot,	 adorned	with	white	
flowers.	A	small	Kim	Il	Sung	pin	is	attached	to	her	jacket.	She	holds	a	book	in	her	right	
hand	 and	with	 her	 left	 she	 gestures	 towards	 the	 first	 of	 three	 separate	 frames	 that	
depict	three	different	pencil	drawings.	In	the	green	coloured	background,	a	traditional	
style	 building	 is	 visible.	 The	 slogan	 stimulates	 the	 viewer	 to	 ‘Actively	 Protect	 Our	
People’s	Indigenous	Beautiful	and	Refined	Customs’.	The	customs	the	poster	refers	to	
																																																						
8	Uriminzokkiri	Chosonmaldaesajon	definition	of	 inminban	(last	accessed	on	2016-07-
13):	http://www.uriminzokkiri.com/uri_foreign/dic/index.php?page=1&ID=302244		
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are	shown	in	the	three	black	and	white	frames	and	by	the	cover	of	the	book	the	woman	
holds	in	her	hand.	The	text	on	the	cover	refers	to	the	Korean	traditions	of	the	home	and	
family.	 The	 right	 frame	 represents	 etiquette	 through	 depicting	 two	 children	 bowing	
their	head	in	greeting	to	a	woman	who	stands	on	the	stairs	of	a	building.	The	woman	is	
wearing	black	and	white	chosŏn’ot	and	holds	a	book	in	her	hand.	The	child	in	the	front,	
wears	 a	 uniform	 and	 he	 carries	 a	 backpack	 on	 his	 back.	 Through	 the	 props	 and	
surroundings,	it	is	evident	that	this	scene	depicts	a	school	setting.	In	the	middle	frame,	
Korean	food	culture	is	represented.	The	four	people	are	sitting	together	at	a	table	with	
plates	of	food	in	front	of	them.	The	women	wear	traditional	clothing	and	the	man	who	
is	visible	wear	a	western,	suit,	including	tie.	The	left	frame	shows	a	group	of	elderly	men	
standing	 around	 a	 changgi9	table.	 Two	men	 are	 playing	 this	 game,	 the	 others	 stand	
around	the	table	and	watch	the	game.	All	of	these	men	wear	a	western-style	suit.	In	this	
poster,	 the	 so-called	 indigenous	 traditions	 are	 depicted	 in	 the	 form	 of	 clothing,	
behaviour	and	objects,	but	also	by	referring	to	the	traditional	family.	Before	Marxist-
Leninist	notions	of	gender	equality	were	introduced,	families	in	Korean	society	took	the	
form	of	extended	patrilineal	 families	 that	 included	several	generations.	Although	the	
shift	from	extended	to	nuclear	family	was	made	in	the	early	stages	of	the	North	Korean	
state,	 it	 is	not	uncommon	to	 live	 together	with	 several	generations	 in	contemporary	
North	Korean	society.10	This	is	reflected	by	the	book	referring	to	traditions	in	family	and	
the	home	and	in	the	three	scenes	 in	the	background.	Each	scene	conveys	a	different	
generation,	and	each	generation	has	its	own	marker	of	traditions	they	ought	to	protect.	
For	men,	 this	 is	 always	 outside	 of	 their	 personal	 being.	 Elderly	men	 play	 traditional	
Korean	chess.	Middle-aged	men	eat	indigenous	food	together	with	their	wives	dressed	
in	traditional	clothing.	And	young	boys	respect	their	teacher	dressed	in	black	and	white	
chosŏn’ot.	Women,	on	the	other	hand,	have	to	incorporate	traditions	into	their	identity.	
First,	they	wear	chosŏn’ot,	a	distinct	marker	of	tradition.	Secondly,	their	role	vis-à-vis	
																																																						
9	A	Korean	strategy	board	game.	Often	translated	as	Korean	chess.	
10 	A	 State	 of	 Mind	 shows	 how	 a	 family	 in	 Pyongyang	 lives	 together	 with	 parents,	
grandparents	and	children.	
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men	is	either	as	wife	or	as	educator.	She	has	no	place	amongst	the	older	generation	
men.	
As	 is	 depicted	 in	 this	 poster,	 women	 take	 the	 lead	 in	 protecting	 indigenous	
traditions	in	daily	life	of	the	twenty-first	century.	One	way	in	which	this	is	conveyed,	is	
through	 the	 politics	 of	 fashion.	 In	 the	 seven	 decades	 of	 the	 existence	 of	 the	 DPRK,	
cultural	production	shows	how	clothing	style	changes.	In	the	past	twenty	years,	women	
have	 again	 been	 donning	 the	 traditional	 dress.	 The	 archetype	 of	 the	 farmer	 is	 an	
example	of	this	change	back	to	the	black	and	white	chosŏn’ot.	The	focus	on	the	reviving	
of	 traditions,	coincides	with	the	strengthening	of	state	 ideology	of	 the	nation	as	one	
family.	Suk-Young	Kim	argues	that	the	traditional	clothing	should	not	be	confused	with	
remnants	of	a	feudal	past,	but	with	nationalism.	Posters	that	best	reflect	this	approach	
are	those	relating	to	cultural	festivals.	In	the	past	decades,	the	DPRK	has	hosted	several	
art	festivals	and	sports	events,	both	for	the	domestic	market	as	well	as	the	international	
community.	Posters	meant	for	a	foreign	audience	display	the	information	in	Korean	with	
English	 translations.	 There	 are	 posters	 promoting	 the	 Pyongyang	 marathon,	 the	
Pyongyang	 International	 Film	 Festival,	 the	 Arirang	 Mass	 Games,	 the	 April	 Spring	
Friendship	Art	Festival,	the	National	Day	of	the	Sun	Commemoration	Arts	Festival,	and	
many	more.	The	art	festivals	are	usually	held	on	or	close	to	important	national	holidays,	
for	instance,	National	Liberation	Day	(August	15)	or	the	Day	of	the	Sun	(Kim	Il	Sung’s	
Birthday,	April	15).	International	festivals	are	no	exception.		The	‘Art’	in	the	name	of	the	
festivals	is	related	to	performing	arts,	usually	traditional	dance	and	music.	The	majority	
of	the	posters	promoting	these	events	depict	female	dancers	and	musicians.	In	1956	a	
poster	promoting	the	Youth	and	Student	Arts	Festival	in	commemoration	of	the	11	year	
of	national	 liberation,	 features	a	woman	 in	yellow	and	navy	blue	chosŏn’ot	with	 red	
ribbons	(Fig.	3.5).	She	is	playing	the	janggu	or	hourglass-figured	drum.	With	one	hand	
she	plays	the	drum,	the	other	is	lifted	towards	the	sky	as	if	she	is	moving	to	the	music.	
This	 drum	 is	 one	 of	 the	 instruments	 used	 in	 the	 traditional	 percussion	 quartet	-
⎯samulnori.	The	dark	blue	background	contrasts	with	the	bright	colour	of	the	chŏgori	
and	the	skin	of	the	woman.	Fifty-four	years	later,	in	2010,	a	poster	promoting	the	second	
April	Spring	People’s	Festival,	depicts	a	woman	very	similar	to	that	of	the	former	poster	
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(Fig.	3.6).	The	colours	and	design	of	the	poster	are	slightly	different,	and	the	woman	in	
the	latter	poster	seems	to	move	less	vigorous	than	the	woman	in	the	poster	of	1956.	
Nevertheless,	 the	 resemblance	 between	 the	 two	 depicted	 female	 musicians	 is	
remarkable.	The	depiction	of	women	in	traditional	attire	is	not	just	limited	to	Korean	
women	only.	The	posters	promoting	the	April	Spring	Friendship	Art	Festival	of	different	
years	(Fig.	3.7,	2002;	Fig.	3.8,	2006),	depict	women	in	their	native	dress.	In	the	previous	
chapter	 I	have	argued	that	elderly	women	became	symbols	 for	the	nation.	 In	the	art	
festival	 posters,	 young	 women	 are	 brought	 into	 relation	 with	 international	 cultural	
exchange	and	therefore	symbolise	their	respective	nation.	In	this	role,	they	represent	
pacifism.	Slogans,	a	blue	background	and	white	doves,	earlier	discussed	in	relation	to	
Fig.	2.1,	are	utilised	to	symbolise	this	role	for	women.	The	traditional	dress	does	not	just	
symbolise	nationalism	and	 the	nation,	 but	 also	enhances	 the	notions	of	 gender	 that	
pacify	international	relations.	Again,	these	festivals	take	place	on	North	Korean	soil.	
In	 the	 years	 between	 the	 1950s	 and	 the	 2000s,	 not	many	 posters	 related	 to	
international	 exchange	have	been	published.	 Especially	 during	 the	1960s,	 1970s	 and	
1980s	 the	 focus	 of	 the	 posters	 was	 on	 economic	 production.	 Nonetheless,	 in	 these	
decades,	women	featured	in	activities	related	to	the	cultivation	and	decoration	of	the	
neighbourhood,	a	trend	in	depiction	that	can	be	traced	back	to	the	late	1950s.	Although	
these	posters	do	not	seem	directly	related	to	the	image	of	housewives	or	revolutionary	
mothers.	Signs	such	as	doves	and	the	slogans,	can	be	used	to	denote	this	meaning	from	
the	imagery	provided.	
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Conclusion	
	
As	stated	in	the	introduction,	the	representation	of	gender	dynamics	is	not	limited	to	
the	image	of	one	poster.	It	encompasses	the	whole	body	of	posters	in	the	collection	of	
Willem	van	der	Bijl,	and	even	communicates	with	other	forms	of	culture	produced	in	the	
Democratic	People’s	Republic	of	Korea.	The	complexity	of	 representations	of	gender	
dynamics	in	relation	to	economics,	family,	culture	and	politics	has	been	addressed	in	the	
previous	chapter.	Trying	to	address	all	of	these	different	dynamics	in	historical	context	
and	visual	style,	 is	a	major	task.	 In	this	paper,	 I	have	tried	to	sketch	a	glimpse	of	the	
complexity	of	the	imagery	of	these	posters,	as	well	as	the	complexity	in	gender	dynamics.		
As	 mentioned	 in	 the	 introductory	 chapter,	 gender	 is	 ascribed	 on	 the	 body	 through	
continuously	performing	this	gender	through	gestures,	speech	and	clothing.	The	analysis	
of	posters	offers	both	the	representation	of	gender	dynamics	through	a	visual	analysis	
as	well	as	placing	the	distinct	visual	signs	into	a	broader	theoretical	framework.	
	 Although	the	main	focus	of	this	paper	were	represented	women,	I	have	tried	to	
include	representations	of	men	to	show	that	the	complexity	of	gender	dynamics	is	not	
just	limited	to	women.	As	we	have	seen,	the	image	of	the	male	intellectual,	diversifies	
the	way	gender	is	distributed	along	characters	with	the	same	biological	gender.		 	
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Appendix	
	
	
	
Fig	1.1	
Catalogue	number	 	 UBL09_0069_01	
Year	 	 	 	 1970	
Painter	 	 	 Pak	Sangnak	
Slogan		 	 	 ‘Let’s	Thoroughly	Arm	Ourselves	with	the	Revolutionary	
Ideology	of	our	Great	Leader	Comrade	Kim	Il	Sung!’	 	
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Fig	1.2	
Catalogue	number	 	 UBL09_0270_01	
Year	 	 	 	 1962	
Painter	 	 	 Ryu	Hwan’gi	
Slogan		 	 	 ‘Armed	Assault	to	Seize	the	Six	Goals!’	
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Fig	1.3	
Catalogue	number	 	 UBL09_0543_01	
Year	 	 	 	 1974	
Painter	 	 	 Ro	Ǔigŏn	
Slogan		 	 	 ‘Let’s	Make	Consumer	Goods	Pour	Like	Waterfalls!’	
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Fig	1.4	
Catalogue	number	 	 UBL09_0552_01	
Year	 	 	 	 1974	
Painter	 	 	 Kim	Hakchun	and	Ro	Sŭnghwan	
Slogan		 	 	 ‘Let’s	Unconditionally	Fulfil	the	Export	Production	Plan!’	
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Fig	1.5	
Catalogue	number	 	 UBL09_0640_01	
Year	 	 	 	 1979	
Painter	 	 	 Ri	Ch’anu	
Slogan		 	 	 ‘Let’s	Squeeze	Even	More	Cooking	Oil!’	
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Fig	1.6	
Catalogue	number	 	 UBL09_0668_01	
Year	 	 	 	 1981	
Painter	 	 	 Paek	Hangnyang	and	Kwŏn	Ch’ilsŏng	
Slogan		 	 	 ‘Let’s	All	Battle	the	Rice	Planting!’	
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Fig	1.7	
Catalogue	number	 	 UBL09_0676_01	
Year	 	 	 	 1981	
Painter	 	 	 Ro	Ǔigŏn	
Slogan		 	 	 ‘Let’s	All	Battle	the	Harvest!’	
	
	 	
	 49	
	
	
Fig	2.1	
Catalogue	number	 	 UBL09_0200_01	
Year	 	 	 	 1958	
Painter	 	 	 Kwak	Hongmo	
Slogan		 	 	 ‘For	Peace!	For	the	Peaceful	Unification	of	the	Fatherland!’	
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Fig	2.2	
Catalogue	number	 	 UBL09_0137_01	
Year	 	 	 	 1955	
Painter	 	 	 Ryu	Hwan’gi	
Slogan		 	 	 ‘Let’s	Make	An	Effort	to	Let	International	Women’s	Day	
Shine	More	and	More!’	
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Fig	2.3	
Catalogue	number	 	 UBL09_0309_01	
Year	 	 	 	 1965	
Painter	 	 	 Pak	Sangnak	
Slogan		 	 	 ‘Let	Women	Become	the	Excellent	Army	of	the	
Construction	of	Socialism!’	
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Fig	2.4	
Catalogue	number	 	 UBL09_0706_01	
Year	 	 	 	 1987	
Painter	 	 	 Ro	Ǔigŏn	
Slogan		 	 	 ‘Let	Us	Inherit	and	Develop	the	Revolutionary	Traditions	
of	Our	Party!’	
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Fig	2.5	
Catalogue	number	 	 UBL09_0576_01	
Year	 	 	 	 1976	
Painter	 	 	 Pak	Sangnak	
Slogan		 	 	 ‘Let’s	Raise	Our	Children	Even	Better	as	the	New	
Generation	of	Chuch’e!’	
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Fig	2.6	
Catalogue	number	 	 UBL09_0090_01	
Year	 	 	 	 1959	
Painter	 	 	 Pak	Sangnak	
Slogan		 	 	 ‘Ardently	Welcome	the	Returning	Residents	in	Japan!’	
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Fig	2.7	
Catalogue	number	 	 UBL09_0272_01	
Year	 	 	 	 1962	
Painter	 	 	 Ryu	Hwan’gi	
Slogan		 	 	 ‘Let’s	All	Vote	to	Advance	the	Day	of	National	Unification!’	
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Fig	3.1	
Catalogue	number	 	 UBL09_0063_01	
Year	 	 	 	 1960	
Painter	 	 	 Pak	Sangnak	
Slogan		 	 	 ‘Let’s	Grow	and	Overflow	All	Our	Villages	and	Towns	With	
All	Sorts	of	Flowers!’	
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Fig	3.2	
Catalogue	number	 	 UBL09_0803_01	
Year	 	 	 	 1985	
Painter	 	 	 Ro	Ǔigŏn	
Slogan		 	 	 ‘Let’s	Make	Our	Roads,	Villages	and	Houses	Clean	and	
Cultured!’	
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Fig	3.3	
Catalogue	number	 	 UBL09_1113_01	
Year	 	 	 	 1989	
Painter	 	 	 Ro	Sŭnghwan	
Slogan		 	 	 ‘Let’s	All	Decorate	Our	Villages	and	Roads	Even	Better!’	
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Fig	3.4	
Catalogue	number	 	 UBL09_0383_01	
Year	 	 	 	 2004	
Painter	 	 	 Ch’ŏn	Sŭngtaek	
Slogan		 	 	 ‘Actively	 Protect	 Our	 People’s	 Indigenous	 Beautiful	 and
	 	 	 	 Refined	Customs!’	
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Fig	3.5	
Catalogue	number	 	 UBL09_1066_01	
Year	 	 	 	 1956	
Painter	 	 	 Ǒm	Doman	
Slogan		 	 	 ‘Youth	and	Student	Arts	Festival	–	August	15	Eleven	Year	
Commemoration’	
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Fig	3.6	
Catalogue	number	 	 UBL09_0063_01	
Year	 	 	 	 2010	
Painter	 	 	 Hong	Yongil	
Slogan		 	 	 ‘Second	April	Spring	People’s	Art	Festival’	
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Fig	3.7	
Catalogue	number	 	 UBL09_0911_01	
Year	 	 	 	 2002	
Painter	 	 	 Ri	Hongjong	
Slogan		 	 	 ‘The	20th	April	Spring	Friendship	Art	Festival’	
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Fig	3.8	
Catalogue	number	 	 UBL09_0885_01	
Year	 	 	 	 2006	
Painter	 	 	 Kim	Ch’angsu	
Slogan		 	 	 ‘Let	Us	Sing	Loudly	the	Song	of	Independence,	Peace	and	
Friendship!’	
	
	
	
